Google 


This  is  a  digital  copy  of  a  book  that  was  preserved  for  generations  on  library  shelves  before  it  was  carefully  scanned  by  Google  as  part  of  a  project 

to  make  the  world's  books  discoverable  online. 

It  has  survived  long  enough  for  the  copyright  to  expire  and  the  book  to  enter  the  public  domain.  A  public  domain  book  is  one  that  was  never  subject 

to  copyright  or  whose  legal  copyright  term  has  expired.  Whether  a  book  is  in  the  public  domain  may  vary  country  to  country.  Public  domain  books 

are  our  gateways  to  the  past,  representing  a  wealth  of  history,  culture  and  knowledge  that's  often  difficult  to  discover. 

Marks,  notations  and  other  maiginalia  present  in  the  original  volume  will  appear  in  this  file  -  a  reminder  of  this  book's  long  journey  from  the 

publisher  to  a  library  and  finally  to  you. 

Usage  guidelines 

Google  is  proud  to  partner  with  libraries  to  digitize  public  domain  materials  and  make  them  widely  accessible.  Public  domain  books  belong  to  the 
public  and  we  are  merely  their  custodians.  Nevertheless,  this  work  is  expensive,  so  in  order  to  keep  providing  tliis  resource,  we  liave  taken  steps  to 
prevent  abuse  by  commercial  parties,  including  placing  technical  restrictions  on  automated  querying. 
We  also  ask  that  you: 

+  Make  non-commercial  use  of  the  files  We  designed  Google  Book  Search  for  use  by  individuals,  and  we  request  that  you  use  these  files  for 
personal,  non-commercial  purposes. 

+  Refrain  fivm  automated  querying  Do  not  send  automated  queries  of  any  sort  to  Google's  system:  If  you  are  conducting  research  on  machine 
translation,  optical  character  recognition  or  other  areas  where  access  to  a  large  amount  of  text  is  helpful,  please  contact  us.  We  encourage  the 
use  of  public  domain  materials  for  these  purposes  and  may  be  able  to  help. 

+  Maintain  attributionTht  GoogXt  "watermark"  you  see  on  each  file  is  essential  for  in  forming  people  about  this  project  and  helping  them  find 
additional  materials  through  Google  Book  Search.  Please  do  not  remove  it. 

+  Keep  it  legal  Whatever  your  use,  remember  that  you  are  responsible  for  ensuring  that  what  you  are  doing  is  legal.  Do  not  assume  that  just 
because  we  believe  a  book  is  in  the  public  domain  for  users  in  the  United  States,  that  the  work  is  also  in  the  public  domain  for  users  in  other 
countries.  Whether  a  book  is  still  in  copyright  varies  from  country  to  country,  and  we  can't  offer  guidance  on  whether  any  specific  use  of 
any  specific  book  is  allowed.  Please  do  not  assume  that  a  book's  appearance  in  Google  Book  Search  means  it  can  be  used  in  any  manner 
anywhere  in  the  world.  Copyright  infringement  liabili^  can  be  quite  severe. 

About  Google  Book  Search 

Google's  mission  is  to  organize  the  world's  information  and  to  make  it  universally  accessible  and  useful.   Google  Book  Search  helps  readers 
discover  the  world's  books  while  helping  authors  and  publishers  reach  new  audiences.  You  can  search  through  the  full  text  of  this  book  on  the  web 

at|http: //books  .google  .com/I 


,  Google 


,  Google 


,  Google 


,  Google 


,  Google 


,  Google 


ART  AND  ARCHAEOLOGY 

■^  An  Illustrated  Monthly  Magazine 

Published  at  WASHINGTON,  D.C.,  bv 

THE  ARCHAEOLOGICAL  INSTITUTE 
OF  AMERICA 


VOLUME  V 

JANUARY,  I917 — JUNE,   I9I7 


Editorial  Staff 


vard  UnlverdCvi  RALPH  VAN  DEMAN  MAGOFFIN,  Johu  Hopklna  Unlverrily, 
Mahabimg  EplTOKi  MITCHELL  CARROLL.  Archaeological  Initlluu  ol  America. 
CoNiiiiBuTiNG  Editors:  H.  RUSHTON  FAIRCLOUGH.  Sianloid  Univenity;  CHARLES 
H.WELLER.UnlvenilyolIowaiCHARLEST.CURRELLY.  Royal  OnUrioMuKum; 
GARRETT  CHATFIELD  PIER.  New  Yorki  FISKE  KIMBALL.  Unlvernty  a[  Mich- 
igan. 

Board  of  Publication 

F.  W.  SHIPLEY,  ix^fieie.  ae  Preddent  ol  ihe  In.titute;  ALLAN  MARQUAND; 
W.  H.  HOLMES;  D.  M.  ROBINSON;  DAN  FELLOWS  PLATT;  R.  V.  D.  MA- 
GOFFIN; MITCHELL  CARROLL,  o-ojlfia.  a<  General  Secretary. 

$3.00  THE  YEAR  SINGLE  NUMBER  50  CENTS 


.y  Google 


,  Google 


VOLUME  V  (lANUARY-IUNE.  1917) 
CONTENTS 

page 

Ruckstuhl's  "Evening"  (Poem)  (i  illustration).   Harry  Edzcard  MtUer 5 

A  Chip  of  Wood,  or  Egyptian  MtHMV-LABELs  (3  illustrations).  Hamilton  Ford  Allen 6 

The  Seven  Wonders  of  the  Ancient  World,    IV,  The  Temple  of  Diana  at  Ephesus  (4  illustrations). 

Edgar  J.  Banks .  .  .  , ,  13 

A  Roman  City  in  Tunisia  (8  illustrations).  Arthur  Stoddard  Cooky ,  31 

J  Gothic  .Architecture  in  England  {7  illustrations).   J.  W. 

33 

Masterpieces  of  Aboriginal  American  Art.   V,  The  Great  Dh.\gon  of  Qvirigua,   Part  II.   (7  illustra- 
tions).   WiUiam  H.  Holmes 39 

The  Art  of  the  .Akkadians  (26  illustrations).   Albert  T.' Clay 69 

The  .Art  of  the  Sumerians  (14  illustrations),    George  S.  Duncan 93 

The  Cuneiform  Tablets  of  Cappadocia.  A.  It.  Sayce loi 

.A  Net  Cvxinder  of  Entemena  {2  illustrations).    James  B.  Nies. 105 

Site  of  Ancient  Delphi  (Poem)  (3  illustrations).  Agnes  Kendrkk  Cray 109 

The  Architecture  of  the  Spanish  Renaissance  in  California  (7  illustrations).   Rexford  Newcomb ill 

Keats  and  Ciorgione— A  Parallel  (2  illustrations).    Robert  E.  Burke   133 

The  Seven  Wonders  of  the  Ancient  World.   V.  The  Mausoleum  at  Halicarnassus  (5  illustrations). 

Edgar  J.  Banks 137 

Ancient  Bull-Fights  (12  illustrations).   EUa  Bourne 142 

Dawn  in  Hellas  (Poem),   Agnes  KendrUk  Cray 153 

The  Exhibition  of  American  Paintings  at  the  Corcoran  Gallerv  (5  illustrations).    Virgil  Barker 155 

-ft!  ELLEN  I  STIC  TAPESTRIES  IN  America  {2  illustrations).    W.  Sherwood  Fox 161 

SuNIUM  (Poem)  (2  illustrations).    Trumbull  Stickney 171 

The  Greek  Theater  at  Bloomfield  Hills,  Michigan  (4  illustrations).    Clyde  H.  Burroughs 173 

In  Thessaly  (Poem)  (3  illustrations),  George  Meason  Whicher 197 

Luici  Rossini,  Engraver  (12  illustrations).  Ralph  Van  Demon  Magoffin aoi 

Roman  Coins  as  Illustrative  Material  (2  plates  of  illustrations).   Elizabeth  H.  Palmer 313 

Reproductions  of  Classical  Art  (18  illustrations).  David  M.  Robinson 221 

Impressions  of  Assist  {6  illustrations).    Clarence  Slratton 235 

To  Michelangelo  (Poem).   Harry  Edward  Miller 244 

The  Young  Sophocles  (1  illustration).   Clarence  Slratton 261 

Perished  Cities  of  Greece  (Poem)  (1  illustration).    C.  A.  Maury 263 

The  Seven  Wonders  of  the  Ancient  World.   VI,  The  Colossus  of  Rhodes  (6  illustrations).  Edgar  J. 

Banks 265 

Lights  of  Yesterday  and  Today  (3  illustrations).  R.  E.  Plimpton  and  G.  T.  Hadley 270 

Some  Rare  Old  Portraits  (7  illustrations).  Helen  Wright 275 

A  Note  on  Pl.*nt  Drawing  (5  illustrations).   Alfred  M.  Brooks 285 

The  .Art  of  Clarence  K.  Chattehton  (4  illustrations).  Oliver  S.  Tonks 289 

To  Euripides  (Poem)  (i  illustration).   Robert  C.  Horn 295 

Dante's  House  in  Florence  (Poem)  (4  illustrations).    Frank  Moore  Jeffery 297 


,  Google 


The  Rockefeller  Venus  (4  illustrations).    Allan  Marquand ...  299 

The  Poste  Vecchio  (Poem).    Virginia  Hamili .     .  joz 

Vergil  in  Art  (10  illustrations).    Norman  £.  Henry.  ...'..  325 

The  Last  Judgment  IN  Cathedral  Sc^lLPTiHEs  (9  illustrations).    Clarence  Slrallon  .        ...  335 

Houer's  Garden  (Poem).   Cerlrude  Ilunlinglon  McGifferl 34S 

The  British  Classicists  (10  illustrations).    W.  G.  Blaikie  Murdoch 349 

God — The  Maestro  (Poepi)-    Mrs.  George  W.  Stevens 359 

Exhibits  of  Tapestries  a«d  Carpets  Loaned  by  His  Majesty'  the  King  of  Spain    (10  illustrations). 

The  Marquis  de  Valverde ^   , ' .  36(1 

The  Artist's  .^ngel  (Poem).  Frank  Moore  JeSe'ry.  .  .  .  .  .      .      .  .  .  .374 

Current  Notes  a\d  News 

Excavations  in  the  Mesa  Verde  National  Park — Portrait  Head  of  Marciana — New  Tapestries  in  the 
Boston  Museum— Italy's  Art  Resources — The  Bishop  Museum  at  Kalihi.  Honolulu  ^Palimpsest 
Paintings — The  William  H.  Holmes  Memorial  Volume — The  General  Meeting  of  the  Archaeological 
Institute  of  America — Revival  of  the  Art  of  Dancing-^The  Discovery  of  Fourteenth  and  Fifteenth 
Century  Frescoes  at  Bologna ...,., -  -  .  .51 

American  Fountains — The  Origin  of  the  Corinthian  Capital — The  American  Indian — A  St.  Louis 
Acquisition — CoUeoni  in  Newark^An  Old  Spanish  Cope  and  Chasuble — An  Important  Egyptian 

Collection  for  the  Brooklyn  Museum  of  Art no 


The  Altoviti  \'enus  Acquired  by  Mr.  John  D.  Rockefeller — Classic  Form  in  Modern  Color— .\n 
Important  Executive  Order— The  Cleveland  Museum  of  Art— Recent  Acquisitions  in  the  I'niled 
States— Sargent's  New  Work  in  the  Boston  Public  Library — The  White  Collection  in  Cleveland 


s  Monument  in  (iolden  Gate  Park — The  National  Com- 

A  National  Classical  Conference— A  Treat  for  the  Lot-er  of  Greek  Vases — The  Pollaiuolo  Madonna 
Recently  Acquired  by  Martin  A.  Ryerson — A  New  Statue  of  Edgar  Allan  Poe  by  Sir  Moses  Eiekiel — . 
The  Theft  of  a  Greek  Head— The  Town  of  the  Beautiful  River- Hispanic  Museum  in  New  \ork 
Displays  Rare  Tapestries  Loaned  by  the  King  of  Spain — Early  Sixteenth -Century   Ispahan  Rugs,    .  . 


Archaeolt^y  and  the  Bible.   By  George  A.  Barton  {Albert  T.  Clay) — Archaeological  Excavation.    B>' 

tP.  Droop  (D.  M.  A.)— Ancient  History.    By  Professor  Philip  Van  Ness  Myers  (fi.  V.  D.  W.)— A 
escriptive  Catal<«ue  of  the  Pictures  in  the  jarves  Collection,  Belonging  to  \'ale  University.    By 

Osvald  Siren  (C.  H.  £.)— The  Mythology  of  All  Races.    Vol.  L    Greek  and  Roman.    By  William 
Sherwood  Fox  (D.  M.  R.) : . ; 


Hebrew  and  Babylonian  Traditions.  By  Morris  Jastrow,  Jr.  (Lewis  Bayles  Palon) — Jacopo  Carucci 
da  Pontormo,  His  Life  and  His  Work.  By  Frederick  Mortimer  Clapp  (G.  H.  E.) — Famous  Sculp- 
ture.   By  Charles  L.  Barstow  (D.  M.  i?.)— Clreek  Photopla>'s.    By  Effie  Seachrest  (D.  M.  R.) 


,  Google 


I  

Vol.  V,  No.  i  January,  1917 

A        T  AND 
7   1        -1   (^^^  ' 

ARCHAEOLOGY 


THE  ARCHAEOLOGICAL  INSTITUTE  OF  AMERICA 


,  Google 


M-OO  THE  YEAR 


50  CENTS  THE  COPY 


ART  AND  ARCHAEOLOGY 


An  Illustrated  Monthly  Magazine 

PuaLOHKi  AT  WASHINGTON.  D.C..  by 


THE  ARCHAEOLOGICAL  INSTITUTE  OF  AMERICA 


Volume  V  JANUARY,  1917  Number  1 

GENERAL  EDITOE  MANAGING  EDITOB 

D.  M.  Kqbinson  Miicbbll  Camoll 

Julio*  HotikliK  Unlvcriity  Atcha*o1o(lcal  Innitute  of  America 

*"^  B'"^*"  ASSOCIATE  BDITOB 

VI.  H.  HOLXES  R.  V.  D.  Mago»in 

Sinithnnlan  In.titution  jo^^  Hopkins  Unlvenltj 

H.  B.  Faibcloucb,  StMiford-  C.  H.  Wbllii  BOABD  OF  PUBLICATION 

UolvFralty  nf  lotm';  A.  T.  Clay'.  YbIil  K.  W.  F-  W.  Shifliy.  tx-ofitio.  u  Pnaldrni  ol  thi 

KODCB,  SmlthionUn  liutitutiDn:  C.  T.  Cui-  Iiutllule:  Ali^h  Maiouand;  W.  H.  Holmu; 

ULLv.  RayHl  Ontario  Mugeum:  C,  H.  Edcill,  D-    M.     Robihsoh;    Dah    Fillowi     Putt; 

Huvud:  Garketi  Chatfikld  Piei.  New  B-  V.  D.  MACOFFm:  Mitchell  Cahiiiil.  .  «■ 

York;  FiSKE  Kimball.  Unlvenitr  of  Mlchlian.  ofitio.  u  G«i«al  Secretary. 

CONTENTS 

PAGE 

Poem — Rucksti;hl's  "Evening" Harry  Edward  Miller     .     .         5 

One  111  UBt  ration 

A  Chip  OF  Wood.  OR  Egyptian  Mcmmv-Labels Ilantikon  Ford  AlUn     .    .        6 

Three  Illiutratlans 

The  Seven  Wonders  of  the  Ancient  World Edgar  J.  Banks     ....       13 

IV.  The  Temple  of  Uiasa  at  Ephesus 

Tour  niuatratiom 

A  Roman  Cit\-  is  Tunisia /lr/*Kf  Stoddard  Cooky  .     .       20 

Bilht  Illiutiatlons 

The  Glorious  Trassition  from  Norman  to  Gothic  Architectlrk  in 

Engla.vd       J.  W.  Overend      ....      32 

Seven  Illustralinni 

Masterpieces  OF  Aboriuin.^l  .American  Art William  H.  Holmn  ...      38 

V.  The  Great  Dragon  of  Quirigua.    Part  II. 

Seven  Illunnitionj 

Cl'rrent  Notes  and  News 50 

One  llluatratlon 

EUAVATIONS  IN  TXK  MiSA  Vksue  NATIONAL  PaRU 

POBTIAII  HbAD  of  MaRCIANA 

NlW  TAI>E«rRIES  IN  THE  BOSTON  MUSEUU 

The  Bishop  MtsEuu  ai  Kalihi.  Honolvlu 

Tub  William  H.  Holubs  Memorial  Volume 

Revival  or  the  Art  of  Dancing 

The  Discovery  of  Fui-rteentii  and  Fifieenih  Century  Frescoes  at  Bologna 

Book  Critiques 57 

CormciondeDce  ibould  be  addrentd  and  remliuncei  made  u  Art  and  Archaeolocv.  Tbe  Ociaion.  Waihingun.  O.C.      Contributlona 
may  be  lenc  to  the  General  Bditoi. 

Enured  at  tbe  PotlolSce  at  Wa*hlDitaa.  D.C..  u  wcoDd-dau  mall  matiti 
Cowrifhi.  1916,  by  ih*  Archaeolocical  Imstitute  of  America 

Digitized  b,  Google 


ART  AND   ARCHAEOLOGY 

lower  left-hand  corner  was  a  cherub  holding  a  stick  draped  with  a  heavy  garland. 
An  examination  of  the  pigments  convinced  the  restorer  that  the  fruit  and  flowers 
did  not  belong  to  the  rest  of  the  painting.  Under  the  restorer's  method  the  paint 
disappeared,  and  in  its  place  appeared  a  head;  in  place  of  the  garland  appeared 
a  white  ribbon  on  which  was  written  parate  viam  domini  (Prepare  ye  the  way 
of  the  Lord).  Carlo  Dolci's  "Salome  with  the  Head  of  John  the  Baptist"  thus 
came  to  light.    Nothing  was  lost  but  some  fruit  and  flowers.  R.  v.  D.  M. 

The  Wiltiam  H.  Holmes  Memorial  Volume 

AMERICAN  anthropologists  have  expressed  their  appreciation  of  the  long  and 
£'\,  valued  service  of  Professor  William  H.  Holmes  to  American  Archaeology  by 
publishing  and  presenting  to  him  a  beautiful  volume  of  Anthropological  Essays 
on  the  occasion  of  his  seventieth  birthday,  December  ist.  This  volume,  which  is 
a  royal  octavo  of  507  pages,  embellished  with  136  typogravure  plates  and  a 
frontispiece  portrait  in  photogravure,  is  issued  in  an  edition  of  200  copies  and  is 
indeed  a  model  of  excellence  in  every  way.  The  contributions  consist  of  44  articles 
pertaining  chiefly  to  American  archaeology  and  ethnology,  together  with  a  bibli- 
ography of  Professor  Holmes'  published  writings,  comprising  184  titles.  The 
expense  of  publication  was  borne  by  friends  and  colaborers,  and  the  articles  were 
written  especially  for  the  book.  We  have  not  the  space  to  summarize  the  contents 
or  even  to  list  the  series  of  papers  which  make  up  this  noteworthy  and  valuable 
anniversary  volume,  but  those  pertaining  directly  to  the  subjects  of  art  and 
archaeology  are  as  follows:  Representative  Art  of  Primitive  People,  by  Franz 
Boas:  Certain  Similarities  in  Amulets  from  the  Northern  Antilles,  by  Theodoor 
de  Booy;  Aboriginal  Forms  of  Burial  in  Eastern  United  States,  by  D.  I.  Bushnell, 
Jr.;  Some  South  American  Petroglyphs,  by  W.  C.  Farabee;  The  Cliff-ruins  in 
Fewkes  Canon,  Mesa  Verde  National  Park,  Colorado,  by  J.  Walter  Fewkes;  The 
Influence  of  Geology  on  Human  Development,  by  Gerard  Fowke;  A  Contribution 
to  the  Archaeology  of  Middle  America,  by  G.  B.  Gordon;  Latest  Work  of  the 
School  of  American  Archaeology,  by  Edgar  L.  Hewett ;  Certain  Mounds  in  Hay- 
wood County,  North  Carolina,  by  George  G.  Heye;  The  Origin  and  Destruction 
of  a  National  Indian  Portrait  Gallery,  by  F.  W.  Hodge;  Experimental  Work  in 
American  Archaeology  and  Ethnology,  by  Walter  Hough;  The  Use  of  Adobe  in 
Prehistoric  Dwellings  of  the  Southwest,  by  Neil  M.  Judd;  The  Pottery  of  the 
Casas  Grandes  District,  Chihuahua,  by  A.  V.  Kidder;  The  Cult  of  the  Ax,  by 
G.  G.  MacCurdy;  The  Distribution  of  an  Arawak  Pendant,  by  C.  W.  Mead; 
Exploration  of  the  Tremper  Mound  in  Scioto  County,  Ohio,  by  W.  C.  Mills;  The 
Problem  of  the  Red-paint  People,  by  W.  K.  Moorehead;  The  Supplementary 
Series  in  the  Maya  Inscriptions,  by  S.  G.  Morley;  The  Dana  Estes  Collection  of 
Bronzes  in  the-  Peabody  Museum  of  Harvard  University,  by  Charles  Peabody; 
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Yacatas  of  the  Tierra  Caliente,  Michoacan,  by  G.  H.  Pepper;  The  Glazed  Ware 
of  Central  America,  with  Special  Reference  to  a  Whistling  Jar  from  Honduras,  by 
M.  H.  Saville;  An  Ancient  Archaeological  Site  on  the  Lower  St.  Lawrence,  by 
F.  G.  Speck;  Portraiture  in  Central  American  Art,  by  H.  J.  Spinden;  The  Domain 
of  the  Aztecs  and  their  Relation  to  the  Prehistoric  Cultures  of  Mexico,  by  A.  M. 
Tozzer;  The  Art  of  the  Great  Earthwork  Builders  of  Ohio,  by  C.  C.  Willoughby; 
Correlations  between  Archaeological  and  Culture  Areas  in  the  American  Conti- 
nents, by  Clark  Wissler. 

The  publication  of  the  volume  was  directed  by  a  committee  representing 
various  centers  of  anthropological  activity  in  the  United  States,  with  Mr.  F.  W. 
Hodge,  ethnologist-in-charge  of  the  Bureau  of  American  Ethnology  of  the 
Smithsonian  Institution,  as  chairman  and  editor. 

The  General  Meeting  of  the  Archaeological  Institute  of  America 

THE  general  meeting  of  the  Archaeological  Institute  of  America,  in  conjunc- 
tion with  the  American  Philological  Association  and  the  College  Art  Associa- 
tion, of  America,  was  held  in  St.  Louis,  December  27-30,  1916.  There  was  a  large 
attendance  of  members  and  guests  from  all  parts  of  the  country.  Among  the 
illustrated  papers  presented,  some  of  which  we  hope  to  publish  in  future  numbers 
of  Art  and  Archaeology,  were  the  following:  "Comparative  Philology  and  the 
Classics,"  by  Professor  Carl  Darling  Buck,  of  the  University  of  Chicago,  president 
of  the  Philological  Association;  "A  Collection  of  Some  New  Testament  Papyri," 
by  Wallace  N.  Stearns,  of  the  University  of  North  Dakota;  "Where  Archaeologi- 
cal Investigation  Left  Off  in  Palestine  and  Assyria,"  by  George  L.  Robinson,  of 
Chicago  Theological  Seminary;  "Relation  of  Climatic  Changes  to  Archaeological 
Studies,"  by  Ellsworth  Huntington,  of  Yale  University:  "The  Study  of  American 
Art  in  American  Colleges,"  by  Herbert  Richard  Cross,  of  the  University  of 
Michigan;  "The  Place  of  Architecture  in  the  Liberal  Arts  Course,"  by  Alfred  M. 
Brooks,  of  the  University  of  Indiana;  "Great  Monuments  of  the  Architecture  of 
India,"  by  T.  Lindsay  Blayney,  of  Rice  Institute;  "The  Sanctuario  of  Chimayo," 
by  Paul  A.  F.  Walter,  of  the  School  of  American  Archaeology;  "Cave  Picto- 
graphs  of  the  EUto  de  los  Frijoles  (New  Mexico),"  by  Kenneth  M.  Chapman,  of 
the  School  of  American  Archaeology ;  "Foundationsof  Our  National  Architecture," 
by  Fiske  Kimball,  of  the  University  of  Michigan;  "The  Archaic  Architecture  of 
New  Mexico,"  by  William  Templeton  Johnson,  of  San  Diego. 

Revival  of  the  Art  of  Dancing 

SO  primitive  and  natural  to  mankind  is  the  dance  that  a  good  part  of  Western 
civilization  affects  to  regard  it  askance,  as  savoring  of  primeval  sin,  and 
another  section  ignores  it  as  a  survival  of  a  harmless  kind  which  lingers  on  in 
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Ruckstuhl's  Masterpiece  "Ewning"  in  the  Metropolitan  Museum  of  Art.  New  York.    Repro- 
diired  here  by  permission  of  F.  W.  Ruckstuhl.  from  a  photograph  by  A.  B.  Bogart 
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The  Arts  Throughout  the  Ages. 

Volume  V                                JANUARY,  1917    ■  Nimber  1 

RUCKSTUHL'S  "EVENING" 

^"                                         iAJter  seeing  in  Iht  Metropolitan  Museum  of  Art  that  exqui-  ^ 

>                                         site  nude  marble  statue  of  womankind,  which  its  sculptor.              ■  iS 

F.  Wellington  Rvckstuhl,  has  entitled  "Evening".) 
',  '■■.'""  P 

■  f 

[                             If  beauty  is  its  own  excuse  for  being,  • 

•                               As  that  good  sage  of  Concord  taught,  ; 

j  Then  pure  art  thou  to  all  our  seeing, 

j                              O  form  with  such  a  beauty  wrought!  * 

If  after  many  days  in  lands  across  the  sea,  ; 
t                               Fruitless  my  beauty-quest  from  shore  ti>«horc; 

f                           Thy  matchless  grace  would  surely  say  to  me:  ^        ; 

f                                 "Traveler,  wander  ye  hence  no  more."  t 

,                 •         Then,  he  must  be  both  dull  and  earthly  slow  ( 

,                               To  whom  thy  form  is  ever  just  a  stone;  j 

f                           Who  doth  not  in  his  better  moments  know  \ 

,                               That  such  sweet  divinity  is  love  full  blown ; —  ". 

That  where  love  and  beauty  thus  combina, '  ( 

■                               Mute  testimonies  they  of  the  all  Divine.  ,  ! 


Harry  Edward  Miller 
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Excavations  in  the  Mesa  Verde  National  Park 

THE  Mesa  Verde  National  Park  is  regarded  as  specially  interesting  as  the 
prehistoric  home  of  cliflf-dwelters,  and  the  title  of  Baron  Nordenskiold's  pub- 
lication, universally  regarded  as  a  classic,  is  "The  CliffHdweltings  of  the  Mesa 
Verde."  He  knew,  however,  that  there  were  mounds  of  ruins  on  top  of  the 
plateau,  and  researches  have  shown  that  these  mounds  indicate  different  types 
of  architecture.  Probably  the  number  of  these  mounds  is  as  great  as  the  number 
of  cHff-dwellings  in  the  canyon.  Dr.  J.  Walter  Fewkes,  of  the  Bureau  of  Ameri- 
can Ethnology,  in  1915,  excavated  and  repaired  the  ruins  found  in  one  of  these 
mounds  which  he  discovered  to  be  a  specialized  building  for  ceremonial  purposes. 
From  the  prominence  of  an  ancient  sun  shrine,  built  on  the  southwestern  corner- 
stone, it  was  called  "The  Sun  Temple,"  a  type  not  only  unique  in  the  Mesa 
Verde,  but  also,  so  far  as  known,  in  the  Pueblo  area.  (See  Art  and  Archaeology, 
III,  pp.  341-347-)  During  the  summer  of  1916  another  mound,  situated  near 
Mummy  Lake,  was  excavated  and  repaired  by  Dr.  Fewkes,  under  direction  of 
the  Secretary  of  the  Smithsonian  Institution,  at  the  request  of  the  Secretary  of 
the  Interior.  This  excavation  revealed  a  pueblo  113  feet  long  by  100  feet  wide, 
three  stories  high  on  the  north  side.  It  belongs  to  a  cluster  of  nine  mounds  and 
is  the  first  pueblo  on  the  Mesa  Verde  to  be  excavated.  As  there  are  several 
other  clusters  of  mounds  in  site  of  the  Mummy  Lake  group,  we  may  say  that 
the  surface  of  the  plateau  was  formerly  inhabited  by  many  Pueblo  people. 

An  important  fact  revealed  by  this  work  is  the  proof  it  affords  that  the 
culture  of  the  cHff-dwellers  and  the  inhabitants  of  this  pueblo  were  identical. 
In  a  general  way  this' theory  has  been  current  for  many  years,  but  this  work 
proves  its  truth  beyond  question. 

The  architectural  features  of  the  Mesa  Verde  pueblo  and  the  Mesa  Verde 
cliff-houses  are  identical.  Further,  we  can  now  say  that  the  former  is  identical 
with  pueblos  found  on  the  San  Juan  River  and  its  tributaries  for  over  a  hundred 
miles,  thus  showing  a  wide  distribution  of  the  same  culture. 

Portrait  Head  of  Marciana 

AMONG  the  good  statuary  marbles  lately  acquired  by  the  Museum  of  Fine 
L  Arts  in  Boston  is  a  head  which  L.  D.  C(askey)  identifies  with  good  reasons 
as  that  of  Marciana,  the  sister  of  the  Roman  Emperor  Trajan.  The  head  is  life 
size,  and  is  clearly  a  faithful  realistic  portrait  of  a  sternly  charming  woman  of 
middle  age.  Her  coiffure  is  truly  a  creation,  "A  narrow  band  of  locks  bordering 
the  forehead,  a  series  of  (twelve)  vertical  puffs  rising  like  a  diadem  above  it,  and 

[511 

Digitized  by  Google 


=  1 

si 


,  Google 


ART  AND    ARCHAEOLOGY 


who  could  not  afford  expensive  mum- 
mification and  burial  in  a  costly  tomb. 
Their  bodies,  cheaply  prepared  for 
burial,  were  shipped  by  boat  to  some 
necropolis,  there  to  be  laid  in  a  grave  or 
with  other  bodies  in  a  pit  in  the  desert 
sand.  It  is  this  sand  which  has  pre- 
served these  chips  of  wood.  The  graves 
were  made  in  the  dry  soil  above  the 
reach  of  the  annual  Inundation,  and  as 
rain  rarely  fell  in  the  land  the  wood  was 
preserved  from  lack  of  moisture  in  the 
ground. 

To  one  who  has  not  read  and  closely 
studied  these  labels  it  would  seem  pe- 
culiar that  anyone  should  concern  him- 
self with  them,  should  waste  on  them 
the  time  which  might  be  more  profit- 
ably spent.  But  if  you  are  interested 
in  the  history  of  the  past,  especially  if 
you  are  interested  in  the  people  who 
toiled  while  history  was  being  made, 
you  will  come  to  understand  the  human 
interest  in  these  bits  of  wood,  chance 
bits  whittled  into  any  shape  which  will 
give  a  small  flat  surface  on  which  to 
inscribe  a  few  words,  and  bored  at  one 
end  with  a  hole  through  which  to  pass 
a  string  to  attach  the  label  to  the 
mummy. 

When  a  death  occurred  there  were 
several  things  which  demanded  atten- 
tion. Since  for  purposes  of  taxation 
each  person  was  enrolled  in  the  list  of 
inhabitants  of  his  district,  at  death,  the 
Basilikos  Grammateus,  the  director  of 
finances  must  be  informed  so  that  the 
name  might  be  stricken  from  the  rolls. 
Examples  of  such  a  notice  have  been 
discovered.  "From  Aurelios  Papirios, 
son  of  Koliuthos,  from  the  village  of 
Mochennomthu.  Since  my  relative, 
Publios,  who  is  enrolled  in  the  above- 
mentioned  village  Mochennomthu,  has 
died,  I  beg  you  to  have  this  name  erased 
by  one  of  the  public  scribes,  as  is 
proper." 
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Mummy  label  of  wood 

Moreover,  the  body  must  be  pre- 
pared for  burial  by  the  embalmers,  and, 
when  ready,  must  be  shipped  to  some 
necropolis,  there  to  be  handed  over  to 
the  guardians  of  the  cemetery.  I  n  order 
that  the  body  might  safely  reach  its 
destination,  directions  concerning  ship- 
ment and  destination  must  be  sent  with 
it  and  some  distinguishing  mark  must 
be  attached  to  it;  for  outwardly  mum- 
mies looked  much  alike.  These  two 
needs  were  met  by  sending  with  the 
body  a  papyrus  scroll  which  gave  the 
directions,  and,  as  a  means  of  identifi- 
cation, by  attaching  a  label  to  the  neck 
of  the  mummy.  An  example  of  such  a 
papyrus  scroll  is.  "Senpamountes  to 
her  brother,  greeting.    I  have  sent  you 
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Barcelona,  would  have  to  be  supplemented  by  a  reference  to  the  article  on 
Shakespeare  in  Sculpture,  by  Mitchell  Carroll,  with  many  pictures  apropos  of 
the  tercentenary. 

In  each  number  there  has  appeared  at  least  one  poem  on  a  classical  subject 
or  on  some  modern  application  or  interpretation  of  art.  The  regular  departments 
of  "Current  Notes  and  News"  and  "Book  Critiques"  have  rounded  out  and 
supplemented  the  more  solid  reading  matter  of  the  other  pages. 

THE  PROMISE  OF  THE  FUTURE 

In  making  its  bow  at  the  beginning  of  its  third  year.  Art  and  Archaeology 
begs  to  assure  its  readers  that  it  desires,  in  ever-increasing  measure,  to  be  their 
magazine  and  to  ever  more  completely  and  acceptably  serve  them  in  bringing 
to  them  the  riches  of  art  throughout  the  ages. 

LOUIS  E.  VAN  NORMAN 


Through  the  co-operation  of  active  members  of  the  Inslilule,  several  hundred  subscribing  members 
were  added  lo  our  mailing  list  during  November  and  December.  To  each  and  everyone  who  so 
generously  assisted,  we  beg  to  express  our  grateful  thanks.  We  earnestly  desire  to  keep  up  the  rate 
of  increase  that  has  been  so  auspiciously  begun,  and  therefore  desire  our  readers  to  continue  to 
nominate  their  friends  for  subscribing  membership.  Sample  copies  will  be  promptly  sent  to  all. 
Address  all  communications  to  ART  AND  ARCHAEOLOGY,  The  Octagon,  Washington,  DC. 


"ART  AND  ARCHAEOLOGY"  AND  MEMBERSHIP  IN  THE  INSTITUTE 


Privileges  of  .\Icml>er9hip 

(l)  Art  and  AHCHAiiOLOc.V  to  all  memliera.  the  subscription  price  being  included  in  the  annual  dues. 
'-•TheAni .         ..S...... 

without 


(a)  The  American  laurnal  of  ArchaeoJogj'  (quarterly)  and  the  .Annual  Bulletin  to  members  on  request, 


Special  Courtesies; 
Visiting 
Santa  F 


Terms  of  Membership 


$10.00  a  year,  including  membership  in  an  affiliated  society,  illustrated  lectures,  Art  and  Archae- 
ology monthly,  the  A  mercan  Journal  of  Archaeology  and  the  Bulletin  on  request,  and  \-oting  privi- 
leges at  meetings. 

Life  Membership: 

$100.00,  including  all  the  privileges  of  Active  Membership. 
Subscribing  Menibership: 

$3.00  a  year,  including  Akt  asd  Archaeolihjv  monthly. 

Address 
THE  GENERAL  SECRETARY.  The  Octagon.  Washington.  D.C. 
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DO  YOU  KNOW? 

Important  Facts  Staled  in  the  Form  of  Questions 

DO  YOU  KNOW 

— That  if  one  wishes  to  see  the  relics  of  the  Old  World  it  is  beginning  to  be 
necessary  to  come  to  America? 

— That  after  the  European  war  is  over  the  United  States  will  have  to  take  the 
lead  in  archaeological  excavations  and  explorations? 

— ^That  the  masterpieces  of  art  of  European  lands  are  finding  their  way  in 
ever-increasing  number  to  the  United  States? 

— That  Art  and  Archaeology  has  as  its  constructive  purpose  and  central 
aim  "the  pointing  of  the  way"  to  culture  through  the  story  of  art,  ancient  and 
modern? 

— ^That  its  splendid  array  of  contributors  contains  the  names  of  many  of  the 
most  noted  scholars,  writers,  and  artists  in  the  country? 

— ^That  during  the  past  two  years,  the  reader  of  Art  and  Archaeology  has 
excavated  in  Egypt,  Palestine,  Greece,  and  Central  America;  visited  the  Ameri- 
can schools  in  Athens  and  Rome  and  the  School  of  American  Archaeology  in 
Sante  Fe;  viewed  the  Rheims  Cathedral  and  various  wonder  works  of  art 
in  France  and  Italy;  and  studied  masterpieces  of  early  American  art  and  repro- 
ductions of  it  at  the  Panama-California  Exposition  ? 

— ^That  he  has  renewed  his  acquaintance  with  the  temples  and  sculptures  of 
Greece  and  Rome,  gone  back  to  Egypt  in  its  prime,  and  even  to  the  days  of  the 
cave  artists  of  twenty-five  thousand  years  ago;  and  has  seen  the  best  works 
of  many  modern  architects  and  sculptors  and  painters? 

— That  even  better  things  are  in  store  for  him  in  future  numbers,  such  as  the 
series  under  the  general  title  of  "The  Arts  Throughout  the  Ages,"  discussions 
of  the  artistic  treasures  and  achievements  of  a  number  of  our  leading  American 
cities,  incursions  also  into  the  fields  represented  by  the  arts  of  music,  dancing, 
and  drama? 

— That  we  have  a  new  department  on  the  "History  and  Monuments  of  Our 
National  Art"  and  will  now  and  then  tell  the  story  of  those  rare  and  precious 
buildings  of  Ye  Olden  Tyme  which  it  should  be  the  pride  of  all  Americans 
to  preserve?  

What  we  have  gained  in  excellence  and  in  circulation  has  been  due  to  the  cooperation  of  our 
steadily  enlarging  Art  and  Archaeology  family.  We  wish  to  cultivate  this  sense  of  pro- 
prietorship in  all  our  readers,  and  we  look  to  them  primarily  for  the  names  and  addresses 
of  others  who  should  be  added  to  our  number  as  subscribing  members  of  the  Institute.  If 
you  are  not  already  one  of  us,  kindly  accept  your  nomination  by  a  friend  and  permit  us  to 
enroll  you  as  a  subscribing  member  of  the  Institute  by  sending  your  name  and  address  with 
check  to 

ART  AND  ARCHAEOLOGY.  The  Octagon,  Washington,  D.C. 
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attaching  labels  was  followed.  An  ex- 
ample of  a  completely  dated  label  is  the 
following:  "Pammenes,  son  of  Aphro- 
deisios,  son  of  Potamon.  His  mother 
was  Taapis.  An  interpreter  at  Mem- 
phis. He  lived  forty-five  years  and  was 
buried  in  the  eighteenth  year  of  An- 
toninus on  the  twenty-fifth  of  Athyr 
according  to  the  Egyptians,"  from 
which  we  learn  that  Pammenes  died  in 
one  hundred  and  fifty-four  a.d.  on  the 
^  twenty-fifth  of  the  month  Athyr  of  the 
Egyptian  calendar. 

Led  on  by  a  desire  to  understand  the 
significance  of  a  chip  of  wood  on  which 
a  few  Greek  letters  were  Cut  we  have 
traveled  a  long  road,  but  have  finally 
reached  the  end.  We  have  learned  about 
the  Egyptian  custom  of  attaching  labels 
to  mummies  and  what  may  be  learned 
from  studying  the  words  inscribed  on 
the  labels.  Now  we  know  the  meaning 
of  the  words  on  the  particular  chip  of 
wood  which  started  us  on  this  quest. 
The  first  word  is  an  Egyptian  name 
made  up  of  the  feminine  definite  arti- 
cle, the  word  which  means  little  and  the 
Latin  name  Valentina,  which  in  its 
Greek  form  would  be  Oualenteina;  the 


second  word  is  the  Greek  form  of  the 
common  Egyptian  name  Efonch;  the 
third  word  is  the  Greek  for  "years" ;  and 
the  last  is  the  symbol  for  the  number 
nineteen.  So  we  have  "The  little  Valen- 
tine, daughter  of  Eponychos,  nineteen 
years  old."   See  page  9. 

This  chip  of  wood  roughly  whittled 
out  and  incised  with  letters  is  the  only 
memorial  of  a  short  life-story  which  was 
played  to  an  end  in  far-off  days  in  the 
land  of  the  Nile.  The  story  was  short 
and  will  be  hid  forever  by  the  veil  which 
hides  all  such  tragedies  of  the  past.  But 
we  cannot  look  on  this  slight  me- 
morial without  the  wish  that  we  might 
know  more.  The  scene  was  laid  in 
Egypt,  which  casts  its  spell  on  all  who 
visit  it;  the  tragedy  lies  in  the  "nine- 
teen years  old";  the  moral  is  plain. 
Whether  we  live  in  a  mud-walled  hut 
on  the  banks  of  the  yellow  Nile  or  in  a 
palace  in  some  other  land.  Pallida  mors 
iequo  pulsat  pede  pauperum  tabernas. 
Regumque  turres,  and  we  cry  Ave  atque 
vale.  Little  Valentine. 
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SEVEN  WONDERS  OF  THE  ANCIENT  WORLD 

IV-THE  FOURTH  WONDER 

THE  TEMPLE  OF  DIANA  AT  EPHESUS 

Edgar  J.  Banks 


THERE  is  a  tradition  that  in  the 
early  days  a  wooden  statue  of  a 
goddess  fell  from  heaven  into  a 
thicket,  and  that  vines,  twining  about 
it,  held  it  upright;  that  men  found  the 
goddess  standing  in  the-  thicket,  and 
began  to  worship  her.  Some  say  that 
the  goddess  was  Artemis,  and  that  the 
place  where  she  fell  was  near  the  coast 
of  Asia  Minor,  where  the  river  Cayster 
empties  into  the  sea.  Her  statue  was  of 
wood;  upon  the  head  was  a  mural  head- 
dress to  represent  the  wall  of  a  city. 
The  upper  part  of  the  body  is  said  to 
have  been  entirely  covered  with  breasts, 
as  we  see  her  in  the  Naples  alabaster 
figures,  for  she  was  the  mother  of  all 
the  earth.  The  lower  part  of  her  body 
terminated  in  a  pillar  all  carved  with 
the  figures  of  animals,  or  perhaps 
wrapped  about  with  an  embroidered 
cloth.  The  thicket  where  the  statue 
fell  was  transformed  into  a  grove.  In 
the  grove  was  an  aged  cedar  tree,  per- 
haps more  venerated  than  the  others 
about  it,  and  in  its  great  hollow  trunk 
the  statue  was  placed.  The  hollow  cedar 
tree  was  the  first  temple  of  the  goddess. 

Not  far  from  the  grove  where  the 
sacred  temple  tree  used  to  stand,  was 
the  Greek  city  of  Ephesus.  Its  story 
is  long  and  eventful,  for  the  city,  lying 
by  a  good  harbor  at  the  entrance  to 
Asia  Minor,  became  the  center  of  trade 
and  wealth  and  culture,  and  more  than 
that ;  it  was  the  great  religious  center  of 
the  Orient. 

How  long  the  goddess  was  contented 
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to  live  in  the  hollow  tree,  history  does 
not  tell  us.  Perhaps  the  old  tree  was 
blown  down  by  the  wind,  for  in  the 
eighth  century  B.C.  a  platform  of  green- 
ish stones  was  built  about  the  place 
where  it  had  stood,  and  upon  the  plat- 
form were  placed  her  statue  and  an 
altar.  A  stone  wall  was  then  built 
about  the  platform  or  sacred  Temenos. 
The  fame  of  the  goddess  spread,  for  by 
the  year  650  she  had  outgrown  her  little 
shrine,  and  it  was  enlarged  and  placed 
at  a  higher  level.  The  wild  Cimmerians 
then  overran  the  country  and  burned 
the  temple,  but  at  once  another  temple, 
larger  and  on  a  higher  foundation,  was 
buiit  to  the  goddess.  It  was  of  a  Greek 
type,  and  took  the  form  of  a  temple  in 
antis  but  no  evidence  of  a  colonnade 
was  found. 

The  increasing  fame  of  the  goddess 
brought  larger  numbers  of  pilgrims. 
Her  gifts  increased,  and  a  still  greater 
temple  was  required,  and  it  was  decided 
that  all  the  people  should  have  a  part 
in  building  it.  Croesus,  the  wealthiest 
man  of  the  ancient  world,  had  been 
told  that  his  riches  and  power  were  so 
great  that  they  might  arouse  even  the 
jealousy  of  the  gods,  and  to  prevent 
such  a  calamity  he  contributed  liberally 
to  the  building  fund  of  the  new  temple, 
and  his  name  appears  on  some  frag- 
ments of  the  columns  as  dedicator.  It 
stood  in  the  same  place  where  all  of 
the  earlier  temples  had  stood,  but  at  a 
higher  level.  Its  stone  was  the  white 
marble  from  the  hills  seven  miles  away. 
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WHEN  the  first  number  of  Art  and  Archaeology  appeared  (in  July,  1914), 
a  modest  editorial  statement  was  made  of  its  ambition.    In  typography, 
illustration,  and  general  make-up,  its  projectors  aimed  to  make  it  "a 
thing  of  beauty  and  a  joy  forever." 

Perhaps  a  fanciful,  but  certainly  an  interesting,  speculation  leads  us  to  ask 
just  what  the  poet  Keats  would  have  said,  could  he  have  seen  the  number  of 
Art  and  Archaeology  for  Christmas,  1916.  Would  he  not,  conceivably,  admit 
that  his  much-quoted  line  could  be  applied  to  "our  own  magazine"? 

THE  PROGRESS  OF  A  YEAR 

It  is  just  a  year  since  Art  and  Archaeology  began  to  appear  in  its  present 
form.  It  is  now,  we  feel  emboldened  to  say,  a  worthy  medium,  through  which 
those  who  are  interested  in  art  may  learn  the  best  that  is  being  done  and  thought 
in  art  circles,  and  those  who  aspire  to  understand  art  history  and  development 
may  acquire  instruction  and  pleasure. 

During  the  year  just  closed  the  entire  range  of  ancient  and"  modern  art  has 
been  covered.  Very  appropriately,  the  first  number  of  the  twelve  months  opened 
with  a  description  of  the  classical  architecture  at  the  Panama- Pacific  Exposition. 
"Heir  of  all  the  pjist,  the  Exposition  City,  in  its  architecture,"  says  the  author  of 
this  article,  H.  Rushton  Fairclough,  "exhibited  a  variety  of  elements  all  blended 
in  a  satisfying  harmony,  animated  by  genuine  inspiration  and  fused  with  a  noble 
idealism."  So  much  at  least  one  might  see  from  the  splendid  illustrations,  even 
had  he  not  read  the  article  itself. 

OUR  AMERICAN  PUBLIC  ART 

A  discriminating  journey  through  American  museums,  very  largely  of  modern 
creation,  has  brought  before  the  reader  of  Art  and  Archaeology  some  impressive 
evidences  of  the  position  won  by  our  countrymen  in  sculpture  and  painting.  Our 
public  buildings,  governmental  and  educational,  are  becoming  better  and  better 
evidences  of  the  increase  in  our  artistic  taste  as  a  people.  We  have,  as  yet,  no 
strictly  national  art,  Mr.  Fiske  Kimbal!  has  told  us  (in  a  paper  read  at  the 
Archaeological  Institute  meeting  in  December,  1915,  and  afterward  reprinted  in 
these  pages),  and  yet  we  have  in  our  monuments  a  complete  and  correct  index 
of  our  contemporary  civil izatiow,  and  we  are  building  better  every  day.  No  one 
can  examine,  even  in  a  most  cursory  way,  the  art  collections  in  some  of  our  cities, 
notably  Buffalo,  without  realizing  this.  Almost  an  entire  number  of  this  magazine 
was  recently  devoted  to  American  art.  In  .sculpture,  as  well  as  painting,  American 
artists  have  done  some  things  that  will  not  die. 

Among  those  who  are  making  our  great  governmental  buildings  in  Washington 
the  peers  of  those  anywhere  else  in  the  world,  Paul  W.  Bartlett  occupies  an 
enviable  position.  The  group  of  statuary  on  the  pediment  of  the  House  Wing  of 
our  National  Capitol,  recently  unveiled,  has  added  to  its  grandeur  and  beauty, 
in  a  way  that  shows  high  ideals  and  a  mastery  of  technique.  But  the  picture  we 
have  reproduced  says  more  than  words.   Mr.  Bartlett's  work  in  another  direction 
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received  notice  in  our  pages  during  the  current  year,  in  a  reprinting  of  his  protest 
before  the  meeting  of  the  American  Federation  of  Arts  in  May,  on  "Statues  in 
Washington  and  Power  Plant  versus  Art  Commission,"  this  being  produced  in 
the  form  of  a  fantasy  against  disfiguring  the  landscape  of  the  national  capitol  by 
the  smokestacks  of  the  proposed  new  power  plant. 

A  notable  phase  of  our  modern  art  idea  in  this  country  is  the  beautification  of 
our  schools.  This  provides  not  only  an  innovation  in  the  decoration  of  public 
schools,  but  strikes  a  new  educational  note,  by  placing  art  "where  it  will  uncon- 
sciously be  absorbed  by  the  future  men  and  women,  along  with  the  knowledge  of 
human  nature  and  other  valuable  public-school  studies  not  listed  in  the  curricu- 
lum." The  Zolnay  frieze  in  the  Washington  Central  High  School  shows  this 
admirably. 

AMERICAN  ARCHAEOLOGY 

Speaking  of  aboriginal  American  art,  in  the  very  first  number  of  Art  and 
Archaeology,  Professor  W.  H.  Holmes,  of  the  National  Museum,  remarked  that 
"the  cultural  achievements  of  the  early  American  tribes  are  much  more  diversified 
and  mature  than  the  world  has  realized  until  now."  The  virile  genius  of  these 
peoples  is  shown  in  many  ways  in  architecture,  sculpture,  painting,  metallurgy,  the 
textile  arts  and  especially  in  the  plastic  arts.  Professor  Holmes  has  contributed 
to  Art  and  Archaeology,  during  the  two  years  of  its  existence,  a  number  of 
papers  on  "masterpieces  of  aboriginal  American  art,"  which  set  this  forth  very 
lucidly. 

The  December  number  was  itself  such  a  comprehensive  survey  of  the  archae- 
ology of  the  American  continent  that  it  is  scarcely  necessary  to  more  than  refer 
in  passing  to  Professor  Holmes'  articles  appearing  in  February  on  "early  American 
sculpture,"  and  his  absorbingly  interesting  papers  on  the  famous  jade  figurine  and 
Guatemalan  pottery,  or  to  Mr.  Fewkes'  description  of  the  sun  temple  in  the 
Mesa  Verde  National  Park. 

THE  ANCIENT  PEOPLES  OF  THE  OLD  WORLD 

The  atmosphere  of  the  very  ancient  world  civilization  come  back  to  us  vividly 
in  the  pages  of  our  magazine,  particularly  in  the  studies  of  Egyptian  art  and 
handicraft  which  have  appeared  during  the  past  twelve  months.  Karnak,  one  of 
the  most  ancient  monumental  cities  of  the  world,  was  visited  several  years  ago 
by  Mr.  Garrett  Chatfield  Pier,  who  took  many  interesting  photographs  of  the 
ruins.  His  observations,  historically  correlated,  and  illustrated  with  pictures, 
made  up  one  of  the  striking  features  of  our  August  number.  Even  more  human 
in  its  appeal,  is  Professor  Breasted's  description  of  the  studio  of  an  Egyptian 
portrait  sculptor  in  the  fourteenth  century  before  our  era.  Could  there  be  any- 
thing more  fascinating  than  this  account  of  how  the  genius  of  Thutmose  per- 
petuated the  features  and  the  expressions  of  the  lords  and  ladies  of  those  ancient, 
mysterious  days? 

Untold  ages  before  these  days  of  Egypt,  back  in  the  dim  reaches  of  time  which 
geologists  call  palaeolithic,  the  art  instinct  had  already  found  expression  in  the 
rude  carvings  and  paintings  of  the  caves  of  Europe.  The  men  of  the  Old  Stone 
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activity  in  the  temple  service.  That  is 
perhaps  why  the  form  of  a  bee  is 
stamped  upon  the  coins  of  the  city. 

In  the  temple  were  oflferings  of  ani- 
mals and  grains  and  fruits.  Once  each 
year  the  statues  of  the  goddess  were 
taken  about  the  city.  The  procession 
took  place  on  the  25th  day  of  May,  the 
day  when  the  statue  of  the  goddess  is 
said  to  have  fallen  from  heaven.  There 
were  hosts  of  statues,  great  and  small, 
of  wood  and  clay  and  stone  and  silver 
and  gold.  We  are  told  of  one  man, 
Caius  Vidius  Salutaris,  who  presented 
the  temple  with  many  images  of  gold 
and  silver,  weighing  several  pounds 
each,  and  with  money  equivalent  to 
$4,000  invested  at  9  per  cent  interest. 
The  Income  of  this  endowment,  which 
amounted  to  $360  a  year,  a  very  large 
sum  for  those  days,  was  intended  for 
the  .care  of  the  images,  and  their  trans- 
portation in  the  procession.  The  tem- 
ple stood  somewhat  more  than  a  mile 
from  the  city,  but  connected  with  it  by 
a  great  highway  35  feet  in  width,  and 
paved  with  marble  blocks.  Damianus, 
a  wealthy  Roman,  built  along  this  Via 
Sacra  an  arched  stone  stoa  to  protect 
the  priests  and  the  statues  from  the 
rain  and  the  sun.  The  procession,  with 
long  lines  of  priests  marching  to  the 
accompaniment  of  the  weird  music, 
and  perhaps  with  dancing  priestesses, 
and  with  chariots  laden  with  the  statues, 
entered  the  city  by  the  Magnesian  gate. 
Before  the  great  theater  it  halted.  The 
images  were  carried  to  the  stage  where 
the  audience,  which  might  have  num- 
bered nearly  thirty  thousand,  could  see 
them. 

Pilgrims  flocked  to  Ephesus  from  all 
parts  of  the  world,  vying  with  each 
other  in  the  costliness  of  their  gifts. 
There  were  treasures  of  gold  and  silver 
and  ivory.  Sculptors  and  artists  de- 
voted their  best  works  to  the  goddess, 

I  17] 


and  among  the  objects  most  highly 
treasured  were  the  statues  of  the  Ama- 
zons, which  Phidias,  Cresilas,  Polycli- 
tus,  and  Phradmon  made  in  competition 
and  a  painting  of  Alexander  by  Apelles. 
In  time  the  temple  became  a  great  mu- 
seum, perhaps  the  first  great  museum 
in  the  world's  history. 

The  more  acceptable  gifts  were  of 
money,  and  the  wealth  of  the  temple 
became  prodigious.  To  care  for  the 
money,  there  were  expert  financiers  in 
the  priesthood.  Vast  business  enter- 
prises were  carried  on;  large  tracts  of 
land  were  purchased  and  cultivated; 
mines  were  developed;  estates  were  ad- 
ministered; fisheries  were  controlled; 
the  temple  ships  traded  with  all  the 
world.  The  temple  lent  money  to  those 
who  required  it,  and  borrowed  it  from 
those  who  had  it  to  lend,  and  deposited 
for  safe-keeping  treasures  of  every 
kind.  At  one  time  the  temple  con- 
trolled a  great  part  of  the  wealth  of  the 
Orient. 

The  temple  was  also  an  asylum,  a 
place  of  refuge  for  the  fugitive  or  the 
criminal.  Perhaps  in  the  early  times 
the  right  of  asylum  was  confined  to  the 
temple  itself.  Mithridates  enlarged  it 
to  the  distance  of  a  bow  shot  from  the 
temple.  Mark  Antony  extended  it  to 
include  a  part  of  the  city,  and  so  the 
city  became  a  haunt -for  ciminals  of  all 
sorts,  Augustus  therefore  confined  the 
sacred  space  to  within  a  quarter  of  a 
mile  i)i  the  temple,  and  surrounded  it 
with  a  wall,  traces  of  which  may  still 
be  seen. 

The  first  serious  attack  upon  the 
Goddess  Diana  was  by  St.  Paul,  who 
established  a  Christian  church  at  Ephe- 
sus. For  a  time  the  Christians  were 
imprisoned  and  martyred,  yet  Chris- 
tianity spread.  The  trade  of  the  silver- 
smiths began  to  fall  away.  The  old 
booksof  sorcery  were  burned.  The  very 
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existence  of  Diana  was  threatened,  and 
yet  the  struggle  between  Christianity 
and  paganism  continued  for  more  than 
two  centuries.  In  262  A.D.  the  invading 
Goths  destroyed  the  city  and  burned 
the  temple.  A  smaller  temple,  built  on 
its  site,  was  destroyed  by  the  Chris- 
tians, and  the  followers  of  the  goddess 
were  persecuted.  Finally,  about  350, 
the  Roman  emperor  commanded  that 
all  pagan  temples  be  closed.  The  God- 
dess Diana,  who  had  ruled  supreme,  for 
1500  years,  was  dead,  aTid  few  were  left 
to  mourn  her. 

Slowly  the  little  that  was  left  of 
Ephesus  fell  to  ruins  with  the  help  of 
earthquakes.  The  stones  of  the  temple 
were  used  in  the  construction  of  a 
Christian  church.  A  tradition  says  that 
some  of  the  great  columns  supporting 
the  dome  of  St.  Sophia  in  Constanti- 


nople were  taken  from  the  temple.  The 
river,  overflowing  its  banks,  trans- 
formed the  temple  site  into  a  malarial 
swamp.  The  city  soon  became  a  haunt 
for  the  Greek  pirates  who  plied  their 
trade  along  the  coast. 

The  ruins  have  long  been  overgrown 
with  shrubbery,  and  their  only  inhabi- 
tants are  a  few  miserable  peasants.  In 
the  year  1863,  Mr.  J.  T.  Wood,  repre- 
senting the  British  Museum,  obtained 
permission  to  search  for  the  lost  temple 
of  Diana.  There  were  ruins  in  abun- 
dance, but  not  a  trace  of  the  temple. 
For  six  long  years  he  searched.  Finally 
there  appeared  an  inscription  on  the 
theater  wall  saying  that  the  sacred  pro- 
cessions came  from  the  temple  to  the 
city  by  the  Magnesian  gate,  and  re- 
turned by  the  Coressian  gate.  He  iden- 
tified the  gates,  and  from  the  Magne- 
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sian  gate  he  followed  the  marble  paving 
of  the  sacred  way,  later  buried  deep 
beneath  the  fields.  It  led  him  to  a 
swamp  a  mile  away,  and  there  on 
December  29,  1869,  20  feet  beneath 
the  surface  of  the  swamp,  he  found  all 
that  was  left  of  the  temple.  Only  its 
foundation  and  a  few  scattered  stones 
remained.  The  work  of  excavation  was 
continued  until  1874.  F^or  fifteen  years 
from  1894  the  Austrian  Archaeological 
Society  conducted  excavations  in  the 
city  with  valuable  results.  Of  more 
importance  to  our  story  are  the  excava- 
tions by  D.   G.  T.   Hogarth   for  the 
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British  Museum,  which  owns  the  site. 
For  six  months  in  1904,  he  labored  at 
the  old  temple  site.  Down  beneath  the 
foundation  of  the  temple,  which  Wood 
had  discovered,  he  found  foundation 
stones  of  the  Croesus  temple,  and  be- 
neath them  were  traces  of  three  smaller 
temples  of  still  earlier  dates.  Thus  the 
ruins  repeat  the  long-lost  story  of  the 
temple,  which,  because  it  was  great  and 
beautiful  and  rich;  because  it  was  a 
place  of  refuge,  a  museum,  a  bank;  be- 
cause it  was  revered  more  widely  than 
any  other,  was  one  of  the  seven  wonders 
of  the  world. 
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IN  an  early  number  of  Art  and 
Archaeology  (Vol.  i,  p.  192)  there 
appeared  a  general  view  of  the 
theatre  at  Dougga.  How  many  of  the 
readers  of  that  article  could  locate  off- 
hand this  site  of  so  perfect  a  specimen 
of  ancient  architecture?  Certainly  a 
little  over  two  years  ago  the  name 
would  have  meant  nothing  to  the  pres- 
ent writer,  but  in  the  summer  of  1914, 
just  before  the  outbreak  of  the  war,  it 
was  his  great  privilege  to  visit  the  place 
and  see  not  only  the  theatre  but  also 
the  considerable  remains  of  a  whole 
town,  one  of  those  Roman  military 
colonies  which  maintained  the  rule  of 
the  Eternal  City  in  Northern  Africa. 

Dougga  is  not  one  of  those  Roman 
sites,  excavated  and  partly  restored  by 
the  French,  which  may  be  conveniently 
reached  by  rail,  and  hence  has  attracted 
much  less  attention  than  Timgad ,  which 
is  not  far  from  Batna  on  the  Constan- 
tine-Biskra  line.  But  it  is  not  a  hard 
trip  from  Tunis  by  private  automobile 
over  the  fine  macadamized  highways 
or  by  the  public  automobile  stage  from 
Tunis  to  Teboursouk,  which  is  within 
about  four  miles  of  Dougga  and  where 
there  is  a  tolerable  inn. 

The  latter  conveyance  leaves  Tunis 
daily  about  four  o'clock  and  reaches 
Teboursouk  about  nine-thirty,  the  dis- 
tance being  some  sixty-five  miles,  and 
returns  next  morning  at  four.  The  car 
carries  from  twenty-five  to  thirty  pas- 
sengers (first  and  second  class)  inside 
and  the  third  class  on  the  "imperial" 
or  upper  deck,  reached  by  a  ladder. 
They  are  a  motley  and  interesting  col- 
lection of  Arabs,  Jews,   French,   and 
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other  Europeans,  with  all  varieties  of 
costume  and  baggage.  The  journey  also 
is  interesting,  through  the  narrow  streets 
of  Old  Tunis,  stopping  twice  to  take  on 
passengers,  out  past  the  Bardo  Palace, 
with  its  memories  of  the  Beys  and  its 
fine  museum,  and  through  the  country, 
which  is  being  so  well  developed  under 
French  rule.  Orient  and  Occident  are 
mingled,  automobiles  and  camels,  the 
half  savage  Kabyls,  Bedouin  tents,  some 
old  towns,  half  Arab  and  half  French, 
with  mosques  and  churches,  and  some 
new  villages  with  their  post-offices, 
schools,  and  churches,  and  many  pros- 
perous-looking farms.  The  land  is  rather 
flat,  with  some  low  hills  and  only  one 
river  of  any  importance,  the  Medjerda, 
which  is  crossed  just  beyond  Medjez-el- 
Bab,  a  little  over  half  way  to  Tebour- 
souk. 

Medjez-el-Bab,  which  may  be  reached 
by  rail  from  Tunis,  is  the  old  Roman 
Membressa,  a  station  on  the  ancient 
military  road  from  Carthage  to  The- 
veste  (Tebessa),  the  headquarters  of 
the  Third  Legion.  Scarcely  anything 
now  remains  there  of  the  triumphal 
arch  and  the  Roman  bridge  over  the 
Medjerda  (Bagradas),  but  at  several 
towns  through  which  we  pass  between 
there  and  Teboursouk  are  considerable 
ancient  remains.  Thus,  at  Ain-Tounga, 
the  ancient  Thignica,  we  may  see  the 
massive  ruins  of  a  Byzantine  fortress 
built  of  stones  from  the  Roman  town, 
many  carved  and  some  bearing  inscrip- 
tions, and  remains  of  two  triumphal 
arches,  a  temple  of  Mercury  (170  A.D.), 
a  sanctuary  of  Saturn,  a  small  amphi- 
theatre, and  one  or  two  other  buildings. 
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Teboursouk  itself,  now  a  town  of 
some  3,000,  beautifully  situated  on  a 
hill  covered  with  olive  groves,  high 
above  the  valley  of  the  Oued  Zebbes, 
and  nearly  1,400  feet  above  sea-level, 
is  the  Roman  Thubursicum  Bure.  Here 
is  another  Byzantine  fortress,  and  stones 
with  Latin  inscriptions  are  visible  near 
the  great  fountain  of  the  town. 

Dougga,  the  object  of  our  pilgrimage, 
lies,  as  has  been  said,  about  four  miles 
from  Teboursouk  by  the  old  Arab  trail 
across  the  plains.  It  is  perhaps  a  mile 
farther  by  the  macadam  road  built  on 
purpose  to  give  easy  access  to  the  ruins. 
It  is  not  a  difficult  walk,  though  animals 
are  for  hire  in  case  one  has  not  his  own 
conveyance.   After  a  night's  rest  at  the 


Hotel  Internationale  we  start  by  this 
road,  passing  the  great  mosque  and 
through  the  village  square,  where  there 
is  every  Thursday  a  most  interesting 
native  market.  Leaving  to  the  left  the 
highway  to  Kef  we  pass  below  the  Arab 
cemetery  on  the  slope  of  the  hill  on 
which  Teboursouk  stands.  The  old 
mule  trail  goes  down  through  oHve  trees 
to  the  plain  and  approaches  Dougga 
from  below,  near  the  southeast  corner 
of  the  old  town,  while  the  new  road 
climbs  gradually  the  600  feet  or  so, 
bending  to  the  north  and  ending  near 
the  theatre  on  the  east  side  of  Dougga. 
Thecommandinghillon  which  Dougga 
stands  is  visible  most  of  the  way,  and 
as  we  approach  we  see  the  columns  of 
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the  temple  of  Saturn  rising  like  a  monu- 
ment, the  only  indication  on  this  side 
of  what  lies  in  store  for  us. 

On  our  way  let  us  recall  briefly  the 
history  of  the  town.  The  name  Dougga, 
still  applied  to  the  Berber  village  built 
among  the  ancient  buildings,  is  but 
slightly  changed  from  the  Roman  form 
of  Thugga.  The  full  name  of  the  town 
was  Colonia  Licinia  Septimia  Aurelia 
Alexandriana  Thugga.  The  name  is  of 
Berber  origin  (thukka)  and  seems  to 
mean  "pasture";  indeed,  the  name  is 
appropriate  today,  for  flocks  of  sheep 
were  grazing  on  the  slopes  at  the  time 
of  my  visit.  The  situation  is  charming 
and  we  do  not  wonder  that  this  hill 


with  the  rich  country  about  it  and  its 
spring  of  water,  still  flowing,  became 
the  site  of  a  town  long  before  the 
Romans  occupied  it. 

Moreover,  thesitewaseasilydefended. 
On  the  north  side  the  flat-topped  hill  is 
rather  precipitous,  this  is  specially  true 
of  the  east  side,  and  there  is  reason  to 
think  that  the  south  side,  which  now 
is  a  slope  covered  with  an  olive  grove 
and  the  ruins  of  the  Roman  town,  was 
formerly  protected  by  a  natural  scarp 
of  the  same  sort.  So  it  was  necessary 
to  defend  only  the  approach  to  the 
plateau  on  the  west,  and,  in  fact,  on  this 
side  are  to  be  seen  remains  of  the 
Numidian  wall. 
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"The  city  was  not  only  well  de- 
fended," says  Dr.  Carton  (Thugga,  p. 
38).  "Situated  in  a  rich  country,  at  a 
period  when  agriculture  was  the  princi- 
pal source  of  prosperity,  Thugga  must 
rapidly  have  acquired  a  great  impor- 
tance. We  have  the  proof  of  this  in 
the  admirable  mausoleum  built  several 
centuries  before  our  era,  which  was  the 
tomb  of  a  prince  of  the  district,  and  in 
the  discovery  of  inscriptions  showing 
that  during  the  Punic  period  of  Carth- 
age the  city  was  already  important." 

"When  the  Romans  occupied  the 
country,"  he  continues  (p.  59),  "they 
found  it  perfectly  cultivated.  They  in- 
stalled officials  at  Thugga,  which  was 
the  administrative  capital  of  the  regio, 
while  preserving  the  old  municipal  con- 
stitution of  the  African  town."  Inscrip- 
tions speak  of  the  pagus  and  civitas, 
probably  referring  to  the  two  groups 
of  native  inhabitants  and  Roman  citi- 
zens. The  natives,  to  a  large  extent, 
took  Roman  names,  the  cults  of  the  old 
divinities  were  abandoned  or  trans- 
formed into  their  Roman  equivalents 
(Baal  becoming  Saturn),  and  the  old 
town  was  pretty  thoroughly  Romanized. 

Dr.  Carton  gives  a  most  vivid  picture 
of  this  transformation,  and  of  the  con- 
struction of  the  new  Roman  town,  which 
is  too  long  to  repeat.  One  paragraph 
{p.  42)  will  suffice.  "It  was  in  the  last 
third  of  the  second  century  that  there 
were  erected  the  most  of  the  buildings 
which  we  are  going  to  admire:  the 
temple  of  the  Capitolium,  theatre,  the 
building  called  Dar-el-Acheb,  temple 
of  Saturn,  temple  of  Minerva,  temple 
of  Mercury,  etc.  What  animation,  what 
activity  must  have  reigned  then  in  the 
streets  of  Dougga!  A  certain  number  of 
other  monuments  built  at  the  circum- 
ference of  the  city,  the  hippodrome,  its 
two  triumphal  gateways,  and  especially 
the  temple  of  Cselestis  were  erected  at 


the  commencement  of  the  third  cen- 
tury." 

The  decay  of  the  Roman  empire  was 
felt  also  in  North  Africa.  The  wars  be- 
tween the  different  Christian  sects  con- 
tributed to  the  ruin  of  this  once  pros- 
I>erous  country.  And  in  the  towns  the 
temples  and  theatres  were  abandoned, 
as  the  Christians  increased  in  number. 
At  Dougga,  for  example,  the  temple  of 
Saturn  was  demolished  to  furnish  build- 
ing materials  for  a  Christian  basilica 
whose  remains  lie  near  by. 

Then  came  the  Vandals  followed  by 
the  soldiers  sent  by  the  Byzantine  em- 
perors, who  still  further  tore  down  the 
Roman  buildings  to  build  their  for- 
tresses. 

"This  great  destruction,"  says  Car- 
ton (p.  46)1  "was  followed  by  a  com- 
plete abandonment.  Under  the  Arab 
invasion  the  population  diminished ; 
some  impjoverished  families  still  wan- 
dered among  the  porticos  of  the  monu- 
ments and  constructed  in  their  interior 
their  miserable  huts.  They  heaped  up 
around  them  the  dunghills  of  their 
herds.  .  .  .  This  formed  above  the 
ancient  edifices,  notably  in  the  theater, 
a  stratum  of  several  meters  in  thickness. ' ' 

Parts  of  the  old  buildings,  especially 
the  Capitol  and  the  Punic-Libyan  mau- 
soleum, remained  visible  and  attracted 
to  the  site  various  explorers  and  visitors. 
In  1842  Sir  T.  Reade,  with  the  permis- 
sion of  the  bey,  removed  from  the  mau- 
soleum the  bilingual  inscription  in  Phoe- 
nician and  Libyan  now  in  the  British 
Museum  and  in  so  doing  ruined  that 
beautiful  building,  which,  however, 
now  stands  completely  restored  as  one 
of  the  chief  treasures  of  Dougga. 

When  the  French  troops  late  in  the 
last  century  occupied  Teboursouk  and 
Dougga,  some  of  the  ruins  which  en- 
cumbered the  interior  of  the  Capitol 
were  demolished.    In  1891  began  the 

[24  I 

Digitized  by  Google 


ART  AND   ARCHAEOLOGY 


Theatre  at  Dougga;  stage  and  orchestra,  looking  southwest  from  s< 
Berber  village  beyond 


systematic  excavation  of  the  site  car- 
ried on  by  Dr.  Carton,  from  whose  work 
I  have  quoted,  and  Lieutenant  Denis, 
with  funds  furnished  by  the  Academic 
des  Inscriptions  et  Belles-lettres.  Their 
results,  with  some  careful  restorations 
—principally  re-erection  of  columns — 
are  visible  today  and  make  Dougga, 
with  its  beautiful  natural  surroundings, 
one  of  the  most  interesting  and  satis- 
factory places  for  the  archaeologist  to 
visit  and  even  for  the  ordinary  traveler, 
who  is  not  a  specialist  but  has  an  appre- 
ciation of  architecture  and  of  the  great 
civilization  of  ancient  Rome. 

Let  us  now  briefly  inspect  Dougga 
and  its  monuments.  If  the  official  cus- 
todian in  native  dress  does  not  meet 
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us,  there  will  be  plenty  of  little  volun- 
teer "guides"  from  the  huts  of  the 
village,  perhaps  too  many  for  comfort. 
Possibly  we  may  select  Ali  or  Hamid 
to  conduct  us  and  keep  the  rest  away, 
and  he  will  bring  us  a  jug  of  water  from 
the  village  fountain. 

Passing  the  temple  of  Saturn,  whose 
columns  we  have  seen  for  some  time, 
and  which  towers  above  the  carriage 
road,  we  reach  the  end  of  the  latter  at 
the  theatre,  which  is  one  of  the  best 
preserved  in  the  world.  It  is  about  209 
feet  in  diameter  and  on  its  twenty-five 
rows  of  seats  in  three  sections  some 
3,000  spectators  might  have  been  ac- 
commodated. The  views  on  page  25 
will  give  a  sufficient  idea  of  its  form 
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Capitolium  from  Dar-el-Acheb 


and  arrangements.  The  stage  is  practi- 
cally intact,  though  its  vaults  and  mo- 
saic pavement  were  so  damaged  by  the 
columns  which  fell  upon  them  that  a 
solid  earth  filling  was  made  necessary. 
Before  this  filling  was  done,  however, 
the  archaeologist  had  noted  the  arrange- 
ments whereby  actors  could  crawl  under 
the  stage  and  come  up  through  trap- 
doors as  well  as  those  for  the  raising  and 
lowering  of  the  sections  of  the  curtain. 
Another  interesting  feature  still  to  be 
seen  is  a  prompter's  box  at  one  end  of 
the  stage. 

We  have  most  of  the  long  inscription 
which  ran  along  the  architrave  of  the 
columns  decorating  the  stage  and  which 
informs  us  that  the  building  was  erected 


by  a  certain  P.  Marcius  Quadratus,  a 
fiamen  perpetuus  of  the  deified  Augus- 
tus, who  on  his  admission  to  the  five 
decuries  by  the  emperor  Antoninus  had 
offered  to  his  native  town  a  theatre 
with  apses,  a  portico  and  corridors,  a 
stage  with  curtains  and  ornaments 
(probably  including  marble  statues  of 
the  emperors  Marcus  Aurelius  and 
Lucius  Verus,  a  head  of  the  latter  dis- 
covered here  being  in  the  Bardo  Mu- 
seum at  Tunis),  and  had  opened  it  with 
distributions  of  food,  a  banquet,  and 
gymnastic  games. 

From  the  theatre  a  short  street  leads 
down  the  hill  to  the  Capitol  and  the 
fora  which  lie  on  both  sides  of  it.  Some 
remains  are  still  left  of  the  Byzantine 
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fortress  walls  and  of  the  huts  built  later 
amid  the  ruins,  but  we  see  also  the  fine 
pavement  of  the  smaller  forum  and  por- 
tions of  the  walls  of  the  buildings  and 
the  columns  of  the  porticos  which  sur- 
rounded them  and  made  this  the  civic 
as  well  as  the  religious  centre  of  the 
town. 

This  street  down  which  we  come 
passes  in  front  of  a  building  with  four 
large  piers  of  cut  stone  and  one  col- 
umn, which  an  inscription  identifies  for 
us  as  the  Temple  of  Pietas  Augusta, 
entered  by  a  flight  of  five  steps  at  one 
corner.  At  the  end  of  the  street  we 
descend  some  curved  steps  to  a  pave- 
ment which  has  been  called  the  Square 
of  the  Rose  of  the  Winds  from  a  carv- 
ing on  the  pavement  itself  of  three 
concentric  circles  with  the  names  of 
the  principal  winds  carved  in  the  proper 
sections  of  the  outer  circle.  On  the 
north  side  of  this  smaller  forum,  if  we 
may  so  designate  it,  was  the  Temple  of 
Mercury,  reached  by  four  steps.  This 
building  had  a  Corinthian  portico  of 
ten  columns  supporting  an  architrave 
with  an  inscription  still  extant  referring 
to  the  erection  of  the  temple  (dated  by 
another  inscription  between  i6o  and 
220  A.D.)  by  another  ^m«n  perpetuus, 
Q.  Pacuvius  Saturus,  and  his  family, 
and  its  dedication  with  plays  in  the 
theatre  and  public  largesses. 

If  the  Byzantine  fortress  wall  were 
removed  we  should  go  immediately 
from  the  Square  of  the  Rose  of  the 
Winds  onto  a  broad  landing  in  front 
of  the  CapitoUum,  whose  fine  Corin- 
thian portico  of  six  columns,  almost 
perfectly  preserved,  is  reached  by 
eleven  steps.  The  portico  is  about 
forty-two  feet  wide  and  twenty-four 
deep  and  the  columns  forty-three  feet 
high.  The  cella  has  been  partly  re- 
built and  we  see  the  three  niches  of 
the  Capitol  divinities— Jupiter,  Juno, 
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and  Minerva — in  its  rear  wall.  Here 
are  collected  many  of  the  inscriptions 
found  at  Dougga.  The  tympanum  of 
the  portico  once  contained  the  sculp- 
ture of  an  eagle  carrying  a  man,  prob- 
ably representing  the  apotheosis  of  an 
emperor,  but  only  slight  remains  of 
this  are  visible.  The  inscription  on  the 
architrave  tells  us  that  this  temple, 
dedicated  to  Jupiter,  Juno,  and  Mi- 
nerva in  honor  of  the  emperors  Marcus 
Aurelius  and  Lucius  Verus,  was  con- 
structed at  their  own  expense  by  the 
two  brothers  L.  Marcius  Simplex  and 
L.  Marcius  Simplex  Regillanus  between 
the  years  166  and  169  of  our  era. 

The  Capitolium  is  the  conspicuous 
landmark  of  Dougga  seen  from  the 
south,  and  from  its  portico  one  has  a 
wide  and  beautiful  view.  In  the  imme- 
diate foreground  are  remains  of  many- 
houses  of  the  Roman  town  with  the 
winding  paved  streets  leading  down 
the  hillside.  A  conspicuous  building  is 
the  one  called  Dar-el-Acheb  with  its 
massive  wall,  portal,  and  steps.  Its 
ancient  use  is  still  unsettled,  but  a 
probable  theory  is  that  it  was  a  market. 
Its  date  is  between  164  and  166.  From 
its  doorway  the  Capitol  makes  a  most 
imposing  appearance.  Some  of  the 
houses  between  the  two  buildings  have 
interesting  features  and  remains  of 
mosaic  pavements. 

Contiguous  to  the  west  side  of  the 
Capitolium  and  lying  deeper  below  its 
portico  than  the  Square  of  the  Rose  of 
the  Winds — we  descend  nine  steps  from 
the  landing  referred  to  above — is  what 
we  may  consider  the  main  forum,  a 
large  open  space  flanked  on  two  sides 
at  least  by  porticos,  some  of  whose 
columns  and  capitals  have  been  ar- 
ranged on  the  stylobate.  A  portion  of 
the  surrounding  wall  is  standing  and 
close  to  the  west  foundations  of  the 
temple  the  rostrum  has  been  identified. 
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't  and  house  walls  on  south  hillside 


Before  descending  the  slope  through 
the  olives  to  the  lower  town  let  us  visit 
the  western  and  northern  portions  of 
Dougga.  From  the  doorway  of  the 
Dar-el-Acheb  we  follow  a  street  bor- 
dered with  cactus  past  some  of  the 
native  houses  to  the  northwest  and  soon 
reach  the  temple  of  Cselestis,  somewhat 
smaller  than  the  Capitol,  standing  in  a 
crescent  shaped  court  enclosed  by  a  high 
wall.  The  diameter  of  this  court  is  about 
1 70  feet.  Its  shape  is  supposed  to  repre- 
sent the  half-moon,  the  symbol  of  the 
Punic  goddess  Tanit,  or  Astarte,  whose 
cult  was  transformed  in  the  Roman 
period  into  that  of  Juno  Caelestis.  The 
present  temple  was  built  in  the  time  of 
Alexander  Severus  (222-235).  The  flight 
of  steps  and  the  two  semi-circular  apses 


at  the  back  ate  said  to  date  from  the 
Byzantine  period.  As  it  stands  today 
the  temple  has  been  somewhat  re- 
stored, the  columns  and  part  of  the 
entablature  set  up  again. 

A  semi-circular  portico  surrounded 
the  court,  which  was  probably  planted 
with  a  sacred  grove.  A  large  rectangu- 
lar pavement  remains  in  front  of  the 
temple.  The  olive  grove  which  sur- 
rounds the  enclosing  wall  adds  to  the 
charm  of  the  situation.  On  the  eastern 
edge  of  the  grove  is  the  Arch  of  Alexan- 
der Severus,  called  by  the  Arabs  the 
Gate  of  the  Christian  Woman.  From 
its  east  side  there  is  a  good  view  of  the 
back  of  the  Capitol  and  the  enclosing 
wall  of  the  forum.  Near  by  are  remains 
of  the  north  gate  of  Thugga. 
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Peristyle  of  lar^  Roman  villa  on  south  hillside 


The  Upper  plateau  contains  less  inter- 
esting ruins:  great  cisterns  now  dry  and 
the  resting  place  of  the  camel,  traces  of 
an  aqueduct,  a  hippodrome,  the  old  Ber- 
ber burial  ground  with  its  dolmens,  part 
of  the  northwest  wall  of  the  town,  etc. 
If  we  follow  this  wall  to  the  northeast 
we  reach  the  Numidian  acropolis,  and 
turning  to  the  right  we  follow  the  edge 
of  the  hill  around  to  a  point  above  the 
theatre,  passing  also,  on  the  east  wall, 
above  the  temple  of  Saturn. 
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Most  of  the  Roman  town  lay  on  the 
south  slope  below  the  Capitol.  De- 
scending on  the  old  pavement  of  the 
street  winding  down  from  the  Capitol 
we  pmss  through  another  olive  grove 
between  the  foundations  of  house  walls. 
The  street  is  perhaps  eight  to  ten  feet 
wide,  and,  as  wheel  ruts  are  wanting, 
we  conclude  that  the  road  was  used 
otily  for  foot-passengers  or  possibly  for 
led  animals.  At  regular  intervals  are 
holes  for  draining.    Some  of  the  lower 
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Eastern  half  of  theatre  from  northeast 


Stories  of  the  houses — among  them  the 
great  "Villa  of  the  Trifolium" — are  well 
preserved  and  the  mosaic  floors  and 
arrangement  of  rooms,  courts,  and  stair- 
ways are  quite  interesting.  At  one  cor- 
ner is  a  well-preserved  public  latrine. 

Near  the  bottom  of  the  hill  stands 
the  Punic  mausoleum  most  satisfactor- 
ily restored  after  its  demolition  as  de- 
scribed above.  I  use  here  Baedeker's 
description  (Mediterranean,  p.  356). 
"Built  in  the  style  of  the  Egyptian 
and  Syrian  tombs  of  kings,  the  mau- 
soleum, originally  about  fifty-five  feet 
high,  consisted  of  a  pile  of  huge  lime- 
stone blocks.  The  substructure,  rest- 
ing on  a  foundation  of  six  steps,  is 
adorned  with  narrow  corner  pillars  and 
three  blind  windows.  The  middle  part, 


which  is  square,  rises  above  three  steps 
and  has  two  portals  flanked  with  Ionic 
mural  columns  and  an  Egyptian  con- 
cave moulding  instead  of  a  cornice. 
Three  more  steps,  once  embellished  at 
the  angles  with  figures  on  horseback, 
bore  a  small  pyramid  crowned  with 
the  figure  of  a  lion.  The  tomb-chamber 
is  probably  underneath  the  monument." 
After  admiring  this  splendid  tomb 
we  climb  again  a  little  way  up  the  hill 
till  we  find  the  paved  street  that  soon 
conducts  us  to  the  Arch  of  Septimius 
Severus,  badly  ruined,  which  served  as 
the  southeast  gate  of  the  town.  An  in- 
scription dates  this  in  205.  From  this 
gate  a  road  led  into  the  valley  and 
joined  the  famous  highway  from  Car- 
thage to  Theveste  about  two  and  a  half 
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miles  away.  Near  this  junction  point 
are  to  be  seen  scattered  stones  from  a 
triumphal  arch  erected  there  by  the 
citizens  of  Thugga  in  honor  of  the 
emperors  Diocletian  and  Maximilian. 

From  this  Arch  of  Septimius  Severus 
we  climbed  a  short  distance  up  the  hill 
and  returned  to  Teboursouk  by  the 
old  trail  or  by  the  carriage  road  from 
the  theatre. 

A  whole  day  can  be  most  enjoyably 
and  profitably  spent  at  Dougga  and 
two  nights  at  Teboursouk,  the  whole 
excursion  from  Tunis  taking  less  than 
two  days  if  made  by  the  automobile 


stage.  First-class  round-trip  tickets  by 
the  stage  cost  about  twelve  francs  and 
hotel  expenses  at  Teboursouk  from 
twelve  to  fifteen  more. 

Tunis  is  easily  reached  by  steamer 
from  Marseilles  or  from  Naples  via 
Palermo  and  Trapani  and  by  rail  from 
Algiers,  and  with  the  site  of  Carthage 
close  by  and  easily  accessible,  the  in- 
teresting sights  of  Old  Tunis,  and  the 
rich  Bardo  Museum  and  Palace  of  the 
Beys,  and  other  Roman  remains  besides 
Dougga  not  far  away,  a  visit  to  this 
region  is  to  be  highly  recommended. 

Belhlehem.  Pennsyivania 
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THE  GLORIOUS  TRANSITION  FROM  NORMAN 
TO  GOTHIC  ARCHITECTURE  IN  ENGLAND 

J.  W.  OVEREND 


LONGFELLOW  truly  said  that  there- 
is  no  death,  what  seems  so  is 
^  transition,  the  change  of  one  state 
to  another,  the  evolution  of  styles  and 
fashions  according  to  the  circumstances 
and  feelings  of  the  times,  the  expression 
of  old-time  craftsmen. 

Give  one  a  mallet  and  chisel — a  quarry  of 

stone — 
And  piles  shall  shoot  skyward  which  Genie  or 

Titan  might  own; 
Pinnacles  gleaming  like  lace  on  a  dark  satin 

sky 
Canopied    shrines    where    dead    rulers    and 

princes  might  lie, 
Carried  by  capitalled  columns  whose  almond 

leaves  twine 
Lighted  hy  wonderful  windows  where  miracles 

shine. 

Think  for  a  moment  what  the  world 
has  lost  in  the  destruction  of  the  many 
beautiful  structures  in  Belgium  and 
France.  Many  scenes  which  were  once 
full  of  charm  have  become  common- 
place, owing  to  the  destructive  proper- 
ties used  in  modern  warfare,  amidst  the 
strife  of  nations.  Memories  of  the  past 
group  themselves  around  those  edifices 
which  have  suffered,  for  they  were  the 
true  expression  of  a  glorious  Gothic 
faith,  as  much  as  those  which  symbolize 
eternity,  such  as  the  pyramids  on  the 
Egyptian  desert. 

In  ail  these  there  is  a  death  which 
never  dies.  The  glorious  transition 
shows  the  beat  and  heart-throbs  of 
national  life  and  character  in  its  devel- 
opment. 

Of  all  architecture,  that  which  we 
call  Gothic  is  the  perfection  and  the 
sum.    It  was  the  expression  in  stone 

1331 


and  timber,  of  the  thought  and  life  of 
a  period  when  the  sense  of  brotherhood 
was  strong,  it  was  not  simply  ecclesi- 
astical; it  was  the  style  which  included 
church  and  hail,  it  was  the  national 
manner  for  the  smallest  piece  of  handi- 
craft displayed,  the  Gothic  feeling  and 
spirit. 

Previous  to  the  Gothic  period  in 
England  was  the  well-known  semi- 
circular Norman  and  at  first  sight  there 
appears  on  the  face  of  it  no  connecting 
link  between  the  two,  for  the  round 
eventually  became  pointed.  But  the 
early  English,  though  differing  from 
the  past,  was  yet  work  which  main- 
tained a  real  continuity  and  relation- 
ship with  the  past  and  the  two  styles, 
incomparable  though  they  might  seem 
to  be.  were  for  a  time  combined  in  the 
same  building.  The  two  styles  over- 
lapped. It  seemed  to  be  a  friendship 
in  which  it  took  years  to  snap  the  link 
which  bound  the  two  styles  together  and 
the  characteristic  round  Norman  arch, 
so  typical  of  the  Romanesque,  lingered 
on  in  some  districts,  long  after  the  Early 
English  work  had  been  generally 
adopted. 

In-  late  Norman  work,  the  change, 
complete  though  it  was,  and  certainly 
decisive,  had  in  reality  long  been  antici- 
pated by  a  tendency  to  greater  light- 
ness; and  certainly  not  for  economic 
reasons,  but  because  of  the  gentler 
touch  of  the  mason's  art  and  a  greater 
freedom  given  to  the  designer,  the 
stone-carver  was  making  himself  felt 
as  a  great  factor  in  a  delightful  period 
of  English  stonework. 
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Kilpeck  Church,  Hereford,  England,  situated  in  a  delightful  piece  of  country 


In  the  early  Norman  work  the 
builders  used  the  "bretture,"  a  toothed 
axe  for  both  ornamentation  and  the 
dressing  of  the  stone,  and  in  many  of 
these  structures  of  the  old  world  these 
tooth  marks  can  be  clearly  discerned, 
showing  that  a  stage  had  been  attained 
of  very  skilful  craftsmanship,  and  it 
may  be  of  interest  to  know  that  in 
some  districts  in  France  the  axe  for 
stone-dressing  is  still  in  use. 

But  a  change  occurred,  not  only  in 
one  isolated  district  but  throughout  the 
country,  and  the  greater  skill  of  the 
later  Norman  builders  reacted  upon 
design,  influenced  very  largely  by  the 
introduction  of  the  chisel  which  altered 
both    moulding   and   ornament.     The 

[351 


craftsman  had  a  freedom,  untainted 
by  mechanism,  and  he  boldly  projected 
the  mouldings  to  catch  the  light,  and 
by  deeply  cutting  the  stone  he  easily 
obtained  gnarled  spaces  of  shadow  to 
give  relief  to  his  mouldings.  It  was  not 
only  the  period  of  the  transition  of  de- 
sign,'"but  the  mason  was  becoming  a 
greater  factor  than  ever  in  decoration 
and  he  was  working  the  examples  of 
many  records  which  were  to  be  the 
expression  of  the  life  and  faith  of  the 
nation. 

Out  of  the  Norman  sprung  the  Gothic 
and,  when  the  change  came,  it  was 
startling  and  very  pronounced.  The 
pointed  arch  had  grown  out  of  the  brief 
and  most  beautiful,  transitional  period 
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A  typical  bit  of  the  Transitional  Norman,  at  Bolton  Abbey,  Yorkshire,  England 
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and  the  Norman  was  a  period  of  the 
past. 

All  over  the  country  there  are  those 
dead  but  living  links.  The  Norman 
Gateway  at  College  Green,  Bristol,  in 
the  west  is  a  fine  example,  while 
Rochester  Cathedral  felt  the  touch  in 
the  east ;  and  glorious  Canterbury  could 
not  resist  the  temptation  to  change  its 
style.  What  is  more  beautiful  than  the 
scintillating  south  door  of  Glastonbury 
Abbey,  in  Somerset,  the  abbey  linked 
with  the  tradition  of  a  holy  thorn  and 
King  Arthur,  sung  by  the  immortal 
Alfred  Tennyson,  or  the  grandeur  of 
Bolton  Abbey,  in  Yorkshire,  with  its 


The  beautiful  South  Doorway,  (Glastonbury  Ab- 
bey, Somerset,  England.  The  transitional  stonework 
from  the  Norman  to  the  Elarly  English  over  the  door- 
way, and  that  which  can  be  seen  through  the  doorway 
is  umilar  to  examples  at  Bolton  Abbey,  Yorkshire,  in 
the  choir  (page  33),  and  at  Canterbury  Cathedral. 
Fumess,  Bristol,  etc. 


"A  pure  Norman  doorway,"  Adel  Church,  Adel, 
near  Leeds,  Yorkshire,  England.  One  of  the  oldest  of 
Norman  churches. 

charming  intersecting  arches  in  the 
choir,  telling  of  the  transitional  period? 
The  founding  of  Bolton  .'\bbey  is  men- 
tioned by  the  Lake  poet  Wordsworth, 
in  his  "Force  of  Prayer."  Woodlands, 
river  scenes,  hills,  and  dales  owe  much 
to  architecture.  Kilpeck  Church,  Here- 
ford, is  a  good  example. 

These  architectural  examples  tell  of 
"faults"  and  strata  of  successive  ages. 
There  is  in  every  stage  a  deep  human 
interest  not  local,  but  national.  These 
architectural  remains  bear  most  touch- 
ing witness  to  the  oppressions  and  de- 
liverances, the  joys  and  sorrows  of  man, 
and  often  are  the  only  existing  records 
of  the  life  and  faith  of  a  nation. 

Eakshill,  Bradford,  En^nd 
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MASTERPIECES  OF  ABORIGINAL  AMERICAN  ART 

V.-THE  GREAT  DRAGON  OF  QUIRIGUA 

PART  II 

W.  H.  Holmes 


The  Symbolism. — It  is  not  questioned 
that  the  great  groups  of  monumental 
remains  that  mark  the  sites  of  the 
ancient  Maya  cities  owe  their  existence 
to  reUgion  and  that  they  were  devoted 
to  the  service  of  the  gods.  The  temples 
were  the  sanctuaries  of  the  divinities, 
the  resorts  of  their  mortal  servitors,  and" 
storage  places  for  paraphernalia  and 
the  offerings  of  the  faithful.  The  sacred 
enclosures,  the  courts  and  plazas  in 
which  the  great  stone  monoliths  were 
set  up,  were  the  conjuring  places  of  the 
priesthood  where  the  gods  were  con- 
sulted and  invoked — the  sacred  pre- 
cincts where  on  festive  occasions  the 
people  were  permitted  to  enter  and  to 
take  part  in  elaborate  ceremonies  and 
where  they  were  made  to  realize  the 
power  and  glory  of  the  gods,  thus  in- 
suring their  willing  subservience  to  the 
temporal  powers.  To  the  people,  the 
stelae,  probably  originally  the  images  of 
rulers  set  up  at  stated  intervals,  as  the 
dates  indicate,  were  divinities  to  be 
revered  and  served.  The  zoomorphic 
divinities  represented  by  the  massive 
altar — like  monuments  were  doubtless 
in  the  native  mind  definitely  individu- 
alized, vitalized  beings,  eternal  and 
endowed  with  varied  powers  of  extra- 
ordinary potency.  When,  under  the 
inspired  direction  of  the  shamanistic 
master,  the  sculptor  carved  a  wing,  it 
was  not  of  a  bird  he  thought ;  when  he 
carved  the  reptilian  fangs,  it  was  not 
of  a  serpent  he  thought;  when  he  carved 
the  turtle-like  flippers,  he  thought  not 
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of  a  turtle.  In  all  cases  he  had  in  mind 
a  being  or  divinity,  a  real  entity,  which, 
though  a  work  of  the  imagination  pure 
and  simple,  was  to  him  as  real  as  the 
living  forms  with  which  nature  sur- 
rounded him. 

The  assemblage  of  attributes  repre- 
sented in  the  sculptured  dragon  were 
not  necessarily  the  invention  of  the 
people  or  the  priesthood  of  Quirigua, 
but  probably  grew  up  with  the  growth 
of  myth  through  unnumbered  genera- 
tions. They  were  probably  but  dimly 
understood  even  by  the  officials  who 
directed  the  sculpture  of  their  images 
and  who  assumed  to  be  the  familiars 
of  the  gods.  We  may  be  quite  sure  that 
every  one  of  the  multitude  of  features 
carved  with  so  much  labor  and  artistic 
care  had  associated  with  it  some  ele- 
ment of  myth.  The  dragon  was  doubt- 
less regarded  as  the  material  embodi- 
ment of  a  divine  being  perhaps  of  the 
highest  order  in  the  native  pantheon. 
May  it  then  not  be,  as  some  have  sur- 
mized, that  this  image  impersonates  the 
Earth  Monster,  the  World  God,  and 
that^om  the  wide-open  jaws,  facing 
the  ceremonial  plaza,  issued  the  divin- 
ity of  the  world  of  man,  that  through 
the  glyph-hidden '  jaws  of  the  southern 
end  peered  the  grotesque  demon  of  the 
under  world,  arid  that  the  strangely 
compounded  visage  of  the  upper  sur- 
face was  the  guardian  of  the  sky?  We 
must  remain  content,  however,  with 
mere  surmises,  until  researth  penetrates 
more  deeply  into  the  mysteries  of  Maya 
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mythology.  Of  one  thing  we  may  be 
assured — our  imaginings,  howsoever 
elaborated  and  fanciful,  can  be  bot  as 
shadows  compared  with  the  cornplex 
imagery  with  which  the  two-headed, 
twelve-eyed  dragon  was  invested  by 
the  ancient  worshipers  of  Quirigua. 

The  Functions.  ^  The  sculptured 
monoliths  of  Quirigua  were  carved  with 
a  definite  purpose  in  view,  and  had  a 
particular  and  very  important  function 
to  perform.  Although  the  highest  tech- 
nical skill  of  the  people  was  lavished 
upon  them  and  the  esthetic  perfection 
of  the  result  was  kept  constantly  in 
view,  the  primary  purpose  was  not  the 
gratification  of  the  craving  for  beauty. 
.They  had  a  most  vital  bearing  on  the 
welfare  of  the  people — a  practical  func- 
tion of  the  greatest  moment.  Through 
the  idols  the  mysterious  powers  of 
nature,  which,  without  doubt,  they  were 
believed  to  represent,  were  reached, 
and  by  means  of  an  elaborate  system 
of  shamanistic  conjurings  and  appeals, 
were  placated,  controlled,  and  utilized 
in  the  interests  of  the  people. : 

The  story  of  the  development  of  the 
system  of  invocation  of  the  gods  through 
zoomdrphic  forms  furnishes  one  of  the 
most  interesting  and  important  chap- 
ters in  theculturehistoryof  the  American 
race.  1 1  operated  at  all  times  as  a  strong 
force  in  the  direction  of  material,  intel- 
lectual, and  artistic  advancement,  and 
this  notwithstanding  the  fact  that  the 
whole  divine  structure  was  a  work  of 
the  imagination  pure  and  simple.  The 
beginnings  of  the  function  of  the  works 
which  we  call  idols  is  to  be  sought  in 
the  vague  imaginings  of  primitive  man 
when  he  first  essayed  to  localize  and 
interpret  the  mysterious  powers  of  na- 
ture to  which  he  found  himself  subject. 
As  the  result  of  his  speculations  he 
reached  the  generalization  that  all 
things  in  nature  were  imbued  with  life 


and  power  in  some  degree  like  his  own; 
and  special  things,  as  stones,  trees, 
animals,  the  heavenly  bodies,  were  re- 
garded as  having  exceptional  potency 
for  good  or  evil ;  some  were  adopted  by 
him  as  protective  agencies,  as  charms 
and  talismans— incipient  divinities- 
while  others  were  feared  and  avoided 
as  agencies  of  malevolence. 

In  time  with  the  growth  of  myth  the 
imagination  reached  beyond  mere  nat- 
ural forms  conjuring  up  supernatural 
beings,  largely  zoomorphic  in  type, 
having  special  superior  attributes  and 
powers.  Reptilian  forms  on  account  of 
their  death-dealing  powers  and  myste- 
rious ways  and  birds  on  account  of  their 
mastery  of  the  air  were  especially  re- 
vered, and  in  time  images  of  these  with 
strange  variations  took  the  place  of  the 
real  creatures  and  were  invested  with 
attributes  and  powers  in  a  superior 
degree.  With  the  further  growth  of 
myth  the  conceptions  became  com- 
posites of  unrelated  originals,  and  the 
images  were  elaborated  to  the  extent  of 
the  mechanical  and  artistic  capabilities 
of  the  people.  Carved  in  wood  or  stone 
and  modeled  in  stucco  or  in  clay,  these 
became  the  centers  about  which  sanc- 
tuaries were  built  and  ceremonies  were 
conducted — all  designed  to  cultivate 
the  favor  of  the  divinities  whose  forms 
they  represented  for  good  to  themselves 
and  evil  to  their  enemies.  These  activi- 
ties, growing  in  importance,  led  to  the 
organization  of  bodies  of  religious  servi- 
tors, of  a  shamanistic  priesthood  whose 
function  it  was  to  care  for  the  sanctu- 
aries, conserve  the  sacredness  of  the 
idols,  instruct  the  people  in  their 
duties,  and  formulate  and  conduct  the 
elaborate  rituals.  But  the  activities 
of  the  priestly  establishments  thus  de- 
veloped, based  primarily  on  the  idea  of 
appeal  to  the  gods  in  the  interests  of 
the  community  for  the  commonweal, 
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came,  by  a  natural  and  inevitable  ex- 
tension of  unquestioned  power,  to  have 
other  and  ulterior  purposes  in  view. 

The  Fateful  Trend. — There  is  thus 
another  side  to  the  story  of  the  func- 
tions of  the  idols  and  of  the  vast  relig- 
ious establishments  of  the  Maya  cities. 
Under  the  undisputed  control  of  an 
organized  body  of  wide  influence  and  a 
religio-political  system  hoary  with  age, 
the   people  doubtless   believed   them- 


selves working  for  the  common  good 
and  in  obedience  to  the  bidding  of 
deities  whose  reality  and  authority 
were  constantly  impressed  upon  them. 
They  had  no  means  of  arriving  at  a 
correct  knowledge  of  the  truth  that  the 
gods  of  the  entire  pantheon  were  mere 
fictions  and  that  the  revered  priest- 
hood, although  the  embodiment  of  the 
highest  wisdom,  the  promoters  of  learn- 
ing, and  doubtless  also  the  conservators 
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of  moral  standards,  was  at  the  same 
time  a  body  of  organized  parasites, 
their  position  and  authority  being  sus- 
tained by  the  cunning  use  of  the  images 
in  stone  and  the  complex  system  of 
festivals  connected  with  their  conjura- 
tion. 

We  may  not  be  far  amiss  in  surmis- 
ing that  under  the  ever-growing  re- 
quirements of  the  shamanistic  body 
in  carrying  forward  their  ambitious 
schemes,  the  energies  and  resources  of 
the  people  were  absorbed  in  larger  and 
larger  measure — in  quarrying,  hewing, 
transporting,  building,  carving,  provid- 
ing, serving,  and  worshiping,  and  that 
as  the  natural  agencies  of  deterioration 
and  decay  made  inroads  on  the  splen- 
did establishments  which  they  had 
builded,  they  were  called  on  to  quarry 
and  carve  and  build  again  in  an  ever- 
losing  struggle  against  the  elements  and 
i^ainst  the  undetected  incubus  of  the 
ambitious  and  selfish  priestcraft.  We 
can  readily  conceive  that  these  condi- 
tions prevailed  until  the  energies  of  the 
people  were  impaired  and  their  re- 
sources exhausted,  and  that  gradually 
the  authority  of  the  priesthood  and  the 
demands  of  the  gods  through  them 
elicited  no  response  from  the  impover- 
ished people,  so  that  disintegration  and 
decay  rapidly  supervened,  and  the  end 
came  on  apace  as  it  must  come  to  all 
structures  overbuilded  on  sand  and 
more  especially  to  those  builded  on  the 
treacherous  sands  of  the  imagination. 
It  thus  appears  that  to  account  for 
the  decay  of  the  Mayan  culture  and 
the  ruin  of  its  wonderful  cities  we  do 
not  have  to  call  primarily  on  the  more 
drastic  agencies  of  destruction — war, 
pestilence,  changes  in  the  level  of  the 
land,  floods,  and  earthquakes,  one  or 
.  all  of  which,  however,  may  have  aided 
in  precipitating  the  disaster.  The  seeds 
of  decay  were  inherent  in  the  system 
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which  placed  unlimited  power  in  the 
hands  of  alleged  representatives  of  the 
gods,  as  they  are  inherent  in  every 
organization  and  structure  of  whatso- 
ever kind  that  involves  the  long-con- 
tinued, evergrowing,  and  unrequited 
waste  of  the  energies  and  resources  of  a 
people. 

EstheticSiRnificance.—Whilethegreat 
Dragon  of  Quirigua  may  be  regarded 
as  representing  the  culminating  stage  of 
religious  art  in  aboriginal  America,  it 
serves  also  to  mark  the  highest  level 
reached  in  esthetic  refinement.  The 
religious  motive  was  the  strong  dy- 
namic force  which,  more  than  all  other 
agencies  combined,  carried  culture  for- 
ward through  the  prolonged  stages  of 
savagery  and  barbarism  to  the  border- 
land of  civilization.  Due  to  a  highly 
centralized  religio-political  form  of  gov- 
ernment, the  people  and  their  resources 
were  readily  available  in  carrying  out 
great  undertakings,  and  rapid  strides 
in  the  development  of  institutions  and 
arts  were  possible.  The  esthetic  faculty 
dependent  largely  on  non-esthetic  ac- 
tivities for  its  manifestations  was  thus 
afforded  its  greatest  opportunity. 

The  arts  of  taste  had  their  origin,  as 
had  those  of  religion,  in  the  state  of  sav- 
agery ;  and  with  some  very  ancient  peo- 
ples, as  the  Trolodytes  of  western  Eu- 
rope, decided  advance  was  made  in  both 
graphic  and  plastic  representation  of 
life  forms,  and  this  quite  independently, 
so  fats.as  evidence  is  available,  of  any  re- 
ligious association  or  influence.  The 
Maya  in  the  beginning  may  have  passed 
through  a  corresponding  stage  of  non- 
symbolic  art  but,  howsoever  this  may 
be,  it  was  not  until  religious  symbolism 
gave  special  significance  to  the  subject- 
matter  of  representative  art,  that  par- 
ticular advance  was  made  toward  the 
higher  esthetic  expression.  With  this 
great   group,    as   with    the   American 
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Drawing  (rf  a  portion  of  the  western  face  oi  the  Dragon  showing  the  graceful  decorative  elaboratio 

of  the  reptilian  upper  jaw  and  the  human  visage  which  appears  to  issue  from  the  mouth. 

(After  Maudslay.) 
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peoples  generally,  the  esthetic  in  its 
higher  manifestations  grew  as  a  vine 
upon  the  strong  stem  of  religious  sym- 
bolism. Religion  furnished  the  concep- 
tion and  the  energy  and  skill  necessary 
to  its  realization;  it  prepared  the  design, 
supervised  its  application  to  the  stone, 
and  drove  the  chisel  that  carved  it.  It 
demanded  results  in  form,  finish,  and 
embellishment  of  the  highest  order,  for 
in  the  view  of  their  devotees  the  gods 
appreciated  the  beautiful  as  well  as  the 
essential.  We  do  not  lose  sight  of  the 
fact,  however,  that  appreciation  of  the 
qualities  regarded  as  pleasing  to  the 
gods  had  its  origin  in  that  which  was 
pleasing  to  the  man.  Certain  qualities 
of  form,  line,  color,  and  arrangement 
gave  pleasure  to  the  eye;  certain  quali- 
ties of  finish  gave  pleasure  to  the  touch, 
while  certain  sounds  were  grateful  to 
the  ear,  and  this  appreciation  of  the 
qualities  called  esthetic,  was  a  thing  of 
slow  growth  in  the  human  mind,  but  of 
great  moment  in  the  history  of  culture. 
To  the  pleasure  afforded  by  qualities  of 
the  works  themselves  were  added  the  in- 
centive of  religious  fervor,  the  ambition 
to  excel  and  the  fascination  of  creating. 
The  importance  of  the  esthetic  ele- 
ment in  Maya  art  can  hardly  be  over- 
estimated. It  is  doubtful  if  any  people 
at  a  corresponding  stage  of  cultural  evo- 
lution was  more  highly  gifted  with  ar- 
tistic genius  and  appreciation  and  gave 
more  attention  to  its  application  to  all 
forms  of  art  than  the  Mayan  race. 
Every  plastic  form  and  every  line  of 
the  Dragon  bear  testimony  to  this  fact. 
It  was  not  religion  that  stipulated  that 
no  straigh  t  line  and  no  right  angle  should 
appear  in  the  image  of  the  Dragon;  it 
was  not  religious  restriction  that  pro- 
vided that  no  curve  should  be  the  arc 
of  a  circle,  that  every  curve  should  be 
subtile,  and  that  all  outlines  of  glyphs 
and  cartouches  should  take  the  round- 
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ish,  calculiform  character.  Every  fea- 
ture of  design  had  complete  esthetic 
supervision  and  plastic  freehand  meth- 
ods prevailed  at  all  times  over  the  me- 
chanical. In  the  creation  of  this  monu- 
ment the  great  motor  force  was  relig- 
ion, but  the  ever-watchful  esthetic  im- 
pulse joined  hands  with  that  force  in 
making  it  a  masterpiece  of  art. 

Dependence  of  art  on  religion  is  am- 
ply shown  in  what  has  been  said,  but 
the  fact  may  be  further  illustrated.  If 
in  the  course  of  the  progressive  decad- 
ence of  a  primitive  culture  the  religious 
impulse  should  lose  its  hold  on  the 
people,  it  appears  that  although  the 
artistic  sense  might  survive  in  large 
measure,  no  block  would  be  hewn  from 
the  quarry,  no  great  stone  would  be 
carried  to  sacred  precinct,  no  glyphic 
inscription  or  mythic  conception  would 
be  applied  to  the  stone,  and  no  hand 
would  be  available  to  undertake  the 
task  of  esthetic  realization. 

It  is  observed  that  the  ancient  Maya 
sculptor  abhorred  blank  spaces  in  his 
designs  and  also  that  in  cases  there 
is  an  overcrowding  of  subject-matter, 
but  no  people  has  ever  filled  in  waste 
spaces  more  effectively  than  the  sculp- 
tors of  Quirigua.  The  space-filling  fig- 
ures are  not,  however,  mere  meaningless 
embellishments,  but  are  doubtless  gen- 
erally significant,  having  reason  to  be  in 
the  particular  places  where  they  are 
introduced.  In  this  particular  master- 
piecc'thc  introduced  elements  embody 
animal,  human  and  grotesque  figures 
with  symbols  and  embellishments  all  in 
agreeable  accord  with  the  composition 
proper.  A  somewhat  definite  idea  of 
the  general  character  of  the  design  and 
the  remarkable  elaboration  and  beauty 
of  the  work  can  be  gained  by  a  study 
of  the  photographs  and  drawings  here- 
with presented  and  equally  those  in- 
cluded in  Part  I  of  this  paper. 
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Drawing  of  a  portion  of  the  relief  sculpture  of  the  eastern  face  of  the  Dragon  showing  one  of  the 
lateral  eyes  and  the  remarkable  embellishments  surrounding  it.    (After  Maudslay.) 
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Technic  Aspect. — ^The  technic  history 
of  the  great  stone  begins  with  its  re- 
moval from  the  quarry  and  transporta- 
tion to  the  present  spot.  How  this  her- 
culean task  was  performed  must  remain 
a  matter  of  conjecture.  With  a  people 
unacquainted  with  the  highly  devel- 
oped appliances  of  civilization,  the  task 
would  seem  beyond  the  possibility  of 
accomplishment.  It  is  quite  impossible 
to  say  whether  the  removal  was  by 
land  or  by  water.  If  by  land,  a  road 
had  to  be  constructed  over  ground  now 
rough,  now  yielding  and  unstable,  and 
a  great  force  of  men  with  rollers  and 
ropes  would  be  required.  If  by  water, 
a  broad  and  deep  canal  had  to  be  dug, 
and  a  raft  of  large  proportions  con- 
structed and  launched  to  sustain  the 
immense  weight.  Unless  decided  evi- 
dence of  the  use  of  the  latter  method 
appears,  the  former  must  be  accepted 
as  the  one  probably  employed. 

The  designing  and  carving  of  the 
monument,  the  methods  and  means,  are 
matters  of  great  scientific  interest  on 
which  we  have  but  meager  light.  It 
was  not  a  task  within  the  reach  of  an 
uncultured  people.  The  complicated 
conception  had  to  be  clearly  in  mind, 
the  design  had  to  be  worked  out  in 
minute  detail,  and  the  application  of 
the  drawings  to  the  irregular  rounded 
surface  of  the  stone  was  a  matter  of  no 
little  difficulty.  As  a  preliminary  step, 
the  shape  of  the  stone  had  to  be  modi- 
fied to  suit  the  purpose,  the  surface 
smoothed  before  the  outlines  could  be 
applied  in  pigment,  and  the  many  fea- 
tures adjusted  to  their  several  places 
preparatory  to  the  beginning  of  the 
sculptor's  work. 

The  execution  of  the  work  is  a  deep 
mystery  and  its  successful  completion 
a  great  marvel.  A  lump  of  coarse  sand- 
stone, almost  a  quartzite — according  to 
Maudslay  "a  breccia  composed  of  feld- 
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Spar,  mica,  and  quartz,  very  absorbent, 
and  weighing  about  130  pounds  to  the 
cubic  foot" — had  to  be  attacked  with 
tools  the  nature  of  which  remains  today 
a  matter  of  conjecture.  It  is  generally 
believed  that  these  people  were  without 
hard  metal  tools,  and  although  stone 
tools  were  certainly  equal  to  the  task, 
slight  traces  of  such  tools  applicable  to 
the  purpose  have  been  found.  We  thus 
pause  before  a  second  mystery,  for  had 
stone  tools  been  used  in  the  arduous 
and  prolonged  task  of  crumbling  with 
pick  and  hammer  and  smoothing  by 
abraders,  these  would  still  exist  and 
ought  to  be  found  at  least  occasionally 
in  the  work  of  clearing  and  excavation, 
for  it  seems  highly  probable  that  the 
carving  of  the  various  monuments  was 
carried  on,  not  only  on  the  spot  where 
they  now  stand,  but  after  final  place- 
ment upon  their  foundations.  If  bronze 
were  used,  it  may  have  disappeared  by 
decay.  However,  there  are  no  traces  of 
the  use  of  this  metal  in  any  form  and  no 
documentary  testimony  supporting  the 
hypothesis  of  its  use  by  the  Mayan 
peoples. 

A  striking  feature  of  the  sculptural 
work  of  Quirigua,  well  illustrated  in  the 
example  here  presented,  is  the  masterly 
workmanship.  The  design  is  adjusted 
perfectly  to  the  shape  of  the  stone,  and 
there  is  no  suggestion  of  incompetence 
on  the  part  of  the  sculptor  and  no  indi- 
cation of  the  lack  of  effectiveness  on  the 
part  of  the  implements  used.  The  forms, 
shallow  or  deep,  simple  or  complex,  are 
all  carved  with  equal  directness  and 
vigor.  The  chisel  may  not  have  accom- 
plished all  that  the  conception  required, 
for  ideals  may  rise  entirely  above  the 
capacity  of  material  embodiment,  but 
there  is  no  suggestion  of  hesitation  or 
inefficiency  in  the  completed  work. 

Culture  Status.— The  date  inscribed 
in  hieroglyphs  on  this  monument  occurs 
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A  demon  space-filler,  probably  a  highly  elaborated 
glyph 

on  the  left  shoulder  of  the  southern 
front,  and,  as  read  by  Morley,  corre- 
sponds with  the  year  525  of  the  Chris- 
tian era.  Certain  groups  of  the  iMaya 
race,  including  the  people  of  Quirigua, 
had  at  that  time  made  such  advance  in 
culture  as  to  justify  the  claim  that  they 
had  attained  the  state  known  as  civili- 
zation. Glyphic  writing  was  well  ad- 
vanced, and  students  are  pretty  well 
agreed  that  a  phonetic  method  of  rec- 
ord, the  achievement  of  which  best 
marks  the  close  of  the  barbarian  and 
the  beginning  of  the  civilized  state,  was 
an  accomplished  fact — not  the  per- 
fected symbols  for  elementary  sounds, 
perhaps,  but  symbols  rather  for  words 
and  syllables.  In  many  of  the  arts  the 
Maya  had  made  remarkable  progress — 
in  architecture,  sculpture,  the  cutting  of 
gems,  pottery,  the  textile  art,  and  met- 
allurgy, they  could  compare  favorably 
with  the  several  countries  of  central  and 
western  Europe  at  corresponding  peri- 
ods down  to  the  year  525  A.n. 

The  Future. — The  great  stone  struc- 
tures of  Quirigua  crumbled  beneath  the 
attacks  of  destructive  climatic  agencies, 
aided  possibly  by  earthquakes  and 
other  natural  forces,  and  were  deserted 
by  an  impoverished  and  disheartened 


people;  and  it  was  not  long  before  the 
shattered  walls  were  deeply  buried  be- 
neath the  debris  of  the  superstructures 
and  covered  by  the  quick -growing 
tropical  vegetation.  The  monolithic 
sculptures  scattered  about  the  courts 
and  plazas  remained  entirely  hidden 
from  view  by  the  thick  veil  that 
nature  had  spread  over  them.  Today 
all  are  brought  to  light  again  and  stand 
exposed  in  the  open,  the  delight  of 
students  and  the  marvel  of  the  visiting 
world.  In  this  condition  they  are  un- 
fortunately subject  to  the  attacks  of 
wind  and  rain,  the  wear  by  repeated 
cleaning,  and  injury  by  vandal  hands. 
Nature,  after  disaster  had  fallen  on  the 
city,  spread  over  the  ruins  a  mantle  of 
protection,  but  today  the  explorer  has 
exposed  them  to  further  ruin.  No  wall, 
howsoever  strong,  will  stand  exposure 
in  the  open  in  this  climate  for  a  single 
generation.  The  restored  walls  of  the 
principal  building  of  Quirigua.  from 
four  to  six  feet  in  thickness  and  not 
exceeding  twelve  feet  in  height,  laid 
up  in  1910  with  Portland  cement,  arc 
today  in  a  state  of  ruin  as  comi^lete 
as  the  original  walls  were  when  first 
brought  to  light  by  the  School  of  Amer- 
ican Archaeology.     In  this  state  they 
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are  ready  to  welcome,  as  did  the  origi- 
nal ruins  a  thousand  or  more  years  ago, 
the  quick-growing  veil  of  vegetation. 

The  question  of  the  future  of  these 
monuments  thus  becomes  a  matter  of 
interest  to  the  whole  civilized  world. 
So  precious  are  they  to  history  and 
science,  and  so  valuable  as  a  material 
asset  to  the  people  of  Guatemala,  that 
steps  will  certainly  be  taken  to  shelter 
them  from  the  dangers  with  which  they 
are  beset.  Is  it  better,  in  case  of  failure 
to  take  this  step,  considering  impending 
obliteration,  that  they  should  have  re- 
mained forever  entombed  in  the  forest? 
Certainly  not,  for  the  stage  of  civiliza- 
tion has  now  arrived  in  which  the  his- 
torical value  of  such  monuments  is  ap- 
preciated, and  their  story,  so  far  as  ar- 
chaeological science  can  reveal  it,  will 
soon  be  written  into  the  literature  of 
the  world.  This  record  must  be  so  full 
and  lasting  that  should  the  works 
themselves  entirely  disappear,  the 
world  shall  still  have,  and  for  all  time, 


the  full  advantage  of  the  story.  Future 
generations  will,  however,  hardly  ex- 
cuse the  present  should  no  adequate 
steps  be  directed  toward  the  preserva- 
tion of  what  remains  of  these  master- 
pieces of  ancient  American  art.  Should 
the  extraordinary  upper  surface  of  the 
dragon,  shown  in  an  accompanying 
illustration,  continue  exposed  as  now 
to  the  elements  and  to  the  wear  that 
will  come,  what  must  we  anticipate  will 
be  its  appearance  after  the  lapse  of 
a  thousand  years?  The  strongly  re- 
lieved features  will  be  leveled  with  the 
general  surface  and  the  deep-set  eyes 
lifted  to  heaven  will,  from  the  tears 
that  fill  them  with  every  storm,  be 
blind  depressions  in  the  roughly  pitted 
surface  of  a  great  meaningless  bowlder 
of  sandstone.  As  soon  as  the  work  of 
exploration  and  record  is  completed, 
the  work  of  preservation,  of  covering- 
in,  should  be  taken  up  as  a  national 
obligation  of  the  republic  in  whose 
custody  these  monuments  must  remain. 
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CURRENT  NOTES  AND  NEWS 

Excavations  in  the  Mesa  Verde  National  Park 

THE  Mesa  Verde  National  Park  is  regarded  as  specially  interesting  as  the 
prehistoric  home  of  cUff-dweilers,  and  the  title  of  Baron  Nordenskiold's  pub- 
lication, universally  regarded  as  a  classic,  is  "The  Cliff -dwellings  of  the  Mesa 
Verde."  He  knew,  however,  that  there  were  mounds  of  ruins  on  top  of  the 
plateau,  and  researches  have  shown  that  these  mounds  indicate  different  types 
of  architecture.  Probably  the  number  of  these  mounds  is  as  great  as  the  number 
of  cliflf-dwellings  in  the  canyon.  Dr.  J.  Walter  Fewkes,  of  the  Bureau  of  Ameri- 
can Ethnology,  in  1915,  excavated  and  repaired  the  ruins  found  in  one  of  these 
mounds  which  he  discovered  to  be  a  specialized  building  for  ceremonial  purposes. 
From  the  prominence  of  an  ancient  sun  shrine,  built  on  the  southwestern  corner- 
stone, it  was  called  "The  Sun  Temple,"  a  type  not  only  unique  in  the  Mesa 
Verde,  but  also,  so  far  as  known,  in  the  Pueblo  area.  (See  Art  and  Archaeology, 
III,  pp.  341-347.)  During  the  summer  of  1916  another  mound,  situated  near 
Mummy  Lake,  was  excavated  and  repaired  by  Dr.  Fewkes,  under  direction  of 
the  Secretary  of  the  Smithsonian  Institution,  at  the  request  of  the  Secretary  of 
the  Interior.  This  excavation  revealed  a  pueblo  113  feet  long  by  100  feet  wide, 
three  stories  high  on  the  north  side.  It  belongs  to  a  cluster  of  nine  mounds  and 
is  the  first  pueblo  on  the  Mesa  Verde  to  be  excavated.  As  there  are  several 
other  clusters  of  mounds  in  site  of  the  Mummy  Lake  group,  we  may  say  that 
the  surface  of  the  plat-eau  was  formerly  inhabited  by  many  Pueblo  people. 

An  important  fact  revealed  by  this  work  is  the  proof  it  affords  that  the 
culture  of  the  cliff-dwellers  and  the  inhabitants  of  this  pueblo  were  identical. 
In  a  general  way  this  theory  has  been  current  for  many  years,  but  this  work 
proves  its  truth  beyond  question. 

The  architectural  features  of  the  Mesa  Verde  pueblo  and  the  Mesa  Verde 
cliff-houses  are  identical.  Further,  we  can  now  say  that  the  former  is  identical 
with  pueblos  found  on  the  San  Juan  River  and  its  tributaries  for  over  a  hundred 
miles,  thus  showing  a  wide  distribution  of  the  same  culture. 

Portrait  Head  of  Marciana 

AMONG  the  good  statuary  marbles  lately  acquired  by  the  Museum  of  Fine 
L  Arts  in  Boston  is  a  head  which  L.  D.  C(askey)  identifies  with  good  reasons 
as  that  of  Marciana,  the  sister  of  the  Roman  Emperor  Trajan.  The  head  is  life 
size,  and  is  clearly  a  faithful  realistic  portrait  of  a  sternly  charming  woman  of 
middle  age.  Her  coiffure  is  truly  a  creation,  "A  narrow  band  of  locks  bordering 
the  forehead,  a  series  of  (twelve)  vertical  puffs  rising  like  a  diadem  above  it.  and 
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the  strands  wound  into  a  coil  about  the  crown."  It  was  the  style  of  the  hair- 
dress,  however,  that  helped  to  identify  the  lady;  for  the  resemblance  not  only  in 
head-dress  but  also  in  features  of  this  marble  head  to  that  of  Diva  Augusta 
Marciana  on  an  issue  of  imperial  coins  is  too  close  to  be  denied. 

B.  V.  D.  M. 

New  Tapestries  in  the  Boston  Museum 

THREE  splendid  French  tapestries  of  the  late  fifteenth  century,  which 
belonged  to  collections  in  Paris  and  Bourges,  have  been  purchased  by  the 
Boston  Museum  of  Fine  Arts.  They  are  described  in  charming  detail  in  two  late 
issues  of  the  Museum  Bulletin.  One  is  a  "Verdure"  or  "Mille  Fleur"  with  a 
blue  background,  on  which  is  woven  in  intricate  profusion  the  many  colored 
flora  of  northern  France.  Two  graceful  children  are  woven  into  the  design  to 
add  a  piquancy  to  the  spring  motif.  The  second  tapestry  is  of  particular  interest 
because  it  is  a  good  example  of  the  well-known  practice  of  persons  who  ordered 
tapestries  choosing  or  furnishing  the  design.  Here  we  have  a  brilliant  mass  of 
foliage  and  flowering  plants  into  which  is  introduced — with  the  addition  of  a 
child,  a  dog,  and  a  bird — Albrecht  Durer's  'The  Turkish  Family"  or  Nicoletto 
Rosex  da  Modena's  copy  of  it.  The  third  tapestry  is  an  allegorical  piece,  quite 
certainly  belonging  to  a  set,  one  part  of  which — now  in  the  Cluny  in  Paris — 
represents  Arithmetic.  This  one  in  Boston  represents  Music.  She,  richly  dressed, 
sits  in  a  high-backed  throne,  and  around  her  stand  a  group,  among  whom  is  a 
jester  with  a  bagpipe,  playing  on  string  or  wind  instruments.  The  costumes  are 
Renaissance,  the  tone  is  Gothic,  the  ensemble  is  Italian.  The  colors  of  atl  three 
are  rich,  the  designs  are  good,  the  workmanship  is  exquisite.  R.  v.  D.  M. 

Italy's  Art  Resources 

MARINETTI,  the  Italian  poet  and  patriot,  in  an  interview,  speaking  of 
Italy's  resources,  said:  "If  the  Italian  Government  should  sell  gradually 
and  wisely  the  contents  of  its  art  galleries  and  museums  so  that  the  old  canvases 
may  be  transformed  into  useful  steel,  swift  and  avenging;  if  the  Uflizi  and  Pitti 
galleries  were  only  valued  at  1,000,000,000  francs,  Italy  would  be  rich  enough 
in  a  few  years  to  have  the  greatest  fleet  in  the  world,  the  greatest  mercantile 
marine,  an  army  four  times  its  present  size,  and  would  be  able  to  abolish  all 
taxes  for  at  least  twenty  years.  They  may  say  that  the  tourists  will  no  longer 
bring  us  their  wealth.  That  is  not  so,  for  we  would  only  sell  our  treasures  gradu- 
ally, and  we  have  others  only  waiting  to  be  excavated  in  the  subsoil  of  Tuscany, 
Rome,  and  Sicily.  Under  my  own  house  in  Milan,  twenty  or  thirty  feet  down,  1 
am  perfectly  certain  there  is  a  precious  and  elegant  temple  of  Venus." — London 
Weekly  "Today." 
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The  Bishop  Museum  at  Kalihi,  Honolulu 

IN  1889  Mr.  Charles  Reed  Bishop,  of  New  York,  founded  in  KaHhi,  a  suburb 
of  Honolulu,  the  Bernice  Pauahi  Bishop  Museum  of  Polynesian  Ethnology  and 
Natural  History  in  memory  of  his  wife  Princess  Pauahi,  descendant  of  Kame- 
hameha  the  Great,  the  Theseus  of  Hawaii.  The  Bishop  Museum  Handbook, 
Part  I,  The  Hawaiian  Collections,  has  just  been  issued,  bearing  on  its  cover  a 
reproduction  of  the  brilliant  yellow  and  red  feather  cloak  of  Kiwalao.  In  the 
museum  have  been  collected  specimens  of  Hawaiian  work,  of  their  tools,  their 
idols,  and  their  ornaments.  The  native  work  in  feathers  is  most  widely  known, 
and  although  the  avifauna  of  the  islands  had  not  such  brilliant  plumage  as  in 
Mexico,  nevertheless  the  orange,  and  black  feathers  of  the  Mamo,  the  yellow  and 
black  of  the  Oo,  the  scarlet  of  the  liwi,  and  the  green  of  the  Ou  were  the  most 
valued  of  Hawaiian  property.  The  brooms,  helmets,  capes,  and  mats  are  feathered 
treasures.  In  stone,  the  Hawaiians  had  stone  cup-shaped  lamps,  stone  mortars 
and  pestles  to  grind  kukui  nuts  for  oil  to  burn  in  them,  and  to  mix  with  ochre  or 
charcoal  to  paint  their  canoes;  they  had  stirrup-shaped  grain-pounders  of  basalt; 
stone  breadfruit  splitters,  adzes,  stone  slop,  spit,  and  finger  bowls,  and  of  course 
many  kinds  of  stone  weapons.  Before  the  reign  of  King  Liholiho  (1816-1824), 
and  the  arrival  of  American  missionaries  in  1820,  hideous  idols  were  everywhere. 
Many  escaped  the  iconoclastic  fury  of  the  popular  mob,  who  rebelled  with  the 
king  against  an  oppressive  priesthood,  and  have  been  installed  in  all  their  pristine 
ugliness  in  the  museum.  The  specimens  of  conch  shell  trumpets,  hollowed  gourd, 
or  log  drums,  nose  flutes  and  clappers,  show  instruments  to  mark  time  for  dances, 
or  just  to  make  a  noise,  for  music  the  Hawaiians  did  not  have.  As  to  ornament, 
there  are  strings  of  all  sorts  of  beautiful  shells,  anklets  of  dog  and  cachelot  teeth — 
also  prophylactic — bracelets  and  necklaces,  but  neither  finger  nor  ear  rings.  All 
in  all,  here  is  a  collection  which  tells  the  story  of  the  Hawaiians  without  a  word 
of  literary  history.  R.  v.  d.  m. 

'J^alimpsest  'Vaintings 

A  BASIC  canon  of  archaeological  excavations  is,  if  possible,  not  to  destroy 
anything  to  get  what  is  buried  beneath.  But  the  accretion  of  debris  between 
strata  of  archaeological  value  makes  it  possible  to  remove,  or  put  secure  props 
under  the  upper  strata  and  thus  save  everything.  In  palimpsest  MSS.  the  older 
text  beneath  can  usually  be  recovered  by  chemical  aid,  in  fact  the  removal  of  the 
upper  text  would  in  most  cases  work  irreparable  harm  to  the  one  below.  It  must 
be  with  feelings  of  mingled  delight  and  dismay  that  the  adept  Italian  Professor  in 
Philadelphia,  who  has  restored  so  many  old  paintings,  discovers  an  earlier  painting 
beneath  a  later  one  of  less  value.  One  of  his  achievements  is  worthy  of  mention. 
A  painting  in  the  Wilstack  Gallery  in  Fairmount  Park,  Philadelphia,  por- 
trayed two  women  standing  by  a  table  on  which  was  a  dish  of  fruit.    In  the 
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lower  left-hand  corner  was  a  cherub  holding  a  stick  draped  with  a  heavy  garland. 
An  examination  of  the  pigments  convinced  the  restorer  that  the  fruit  and  flowers 
did  not  belong  to  the  rest  of  the  painting.  Under  the  restorer's  method  the  paint 
disappeared,  and  in  its  place  appeared  a  head;  in  place  of  the  garland  appeared 
a  white  ribbon  on  which  was  written  parate  viam  domini  (Prepare  ye  the  way 
of  the  Lord).  Carlo  Dolci's  "Salome  with  the  Head  of  John  the  Baptist"  thus 
came  to  light.    Nothing  was  lost  but  some  fruit  and  flowers.  r.  v.  d.  m. 

The  William  H.  Holmes  Memorial  Volume 

AMERICAN  anthropologists  have  expressed  their  appreciation  of  the  long  and 
X^_  valued  service  of  Professor  William  H.  Holmes  to  American  Archaeology  by 
publishing  and  presenting  to  him  a  beautiful  volume  of  Anthropological  Essays 
on  the  occasion  of  his  seventieth  birthday,  December  ist.  This  volume,  which  is 
a  royal  octavo  of  507  pages,  embellished  with  136  typogravure  plates  and  a 
frontispiece  portrait  in  photogravure,  is  issued  in  an  edition  of  200  copies  and  is 
indeed  a  model  of  excellence  in  everj'  way.  The  contributions  consist  of  44  articles 
pertaining  chiefly  to  American  archaeology  and  ethnology,  together  with  a  bibli- 
ography of  Professor  Holmes'  published  writings,  comprising  184  titles.  The 
expense  of  publication  was  borne  by  friends  and  colaborers,  and  the  articles  were 
written  especially  for  the  book.  We  have  not  the  space  to  summarize  the  contents 
or  even  to  list  the  series  of  papers  which  make  up  this  noteworthy  and  valuable 
anniversary  volume,  but  those  pertaining  directly  to  the  subjects  of  art  and 
archaeology  are  as  follows:  Representative  Art  of  Primitive  People,  by  Franz 
Boas;  Certain  Similarities  in  Amulets  from  the  Northern  Antilles,  by  Theodoor 
de  Booy;  Aboriginal  Forms  of  Burial  in  Eastern  United  States,  by  D.  I.  Bushnell, 
Jr.;  Some  South  American  Petroglyphs,  by  W.  C.  Farabee;  The  Cliff-ruins  in 
Fewkes  Caiion,  Mesa  Verde  -National  Park,  Colorado,  by  J.  Walter  Fewkes;  The 
Influence  of  Geology  on  Human  Development,  by  Gerard  Fowke;  A  Contribution 
to  the  Archaeology  of  Middle  America,  by  G.  B.  Gordon;  Latest  Work  of  the 
School  of  American  Archaeology,  by  Edgar  L.  Hewett;  Certain  Mounds  in  Hay- 
wood County,  North  Carolina,  by  George  G.  Heye;  The  Origin  and  Destruction 
of  a  National  Indian  Portrait  Gallery,  by  F.  W.  Hodge;  Experimental  Work  in 
American  Archaeology  and  Ethnology,  by  Walter  Hough ;  The  Use  of  Adobe  in 
Prehistoric  Dwellings  of  the  Southwest,  by  Neil  M.  Judd;  The  Pottery  of  the 
Casas  Grandes  District,  Chihuahua,  by  A.  V.  Kidder;  The  Cult  of  the  Ax,  by 
G.  G.  MacCurdy;  The  Distribution  of  an  Arawak  Pendant,  by  C.  W.  Mead; 
Exploration  of  the  Tremper  Mound  in  Scioto  County,  Ohio,  by  W.  C.  Mills;  The 
Problem  of  the  Red*paint  People,  by  W.  K.  Moorehead;  The  Supplementary 
Series  in  the  Maya  Inscriptions,  by  S.  G.  Morley;  The  Dana  Estes  Collection  of 
Bronzes  in  the  Peabody  Museum  of  Harvard  University,  by  Charles  Peabody; 
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Yacatas  of  the  Tierra  Caliente,  Michoacan,  by  G.  H.  Pepper;  The  Glazed  Ware 
of  Central  America,  with  Special  Reference  to  a  Whistling  Jar  from  Honduras,  by 
M.  H.  Saville;  An  Ancient  Archaeological  Site  on  the  Lower  St.  Lawrence,  by 
F.  G.  Sf>eck;  Portraiture  in  Central  American  Art,  by  H.  J.  Spinden;The  Domain 
of  the  Aztecs  and  their  Relation  to  the  Prehistoric  Cultures  of  Mexico,  by  A.  M. 
Tozzer;  The  Art  of  the  Great  Earthwork  Builders  of  Ohio,  by  C.  C.  Willoughby; 
Correlations  between  Archaeological  and  Culture  Areas  in  the  American  Conti- 
nents, by  Clark  Wissler. 

The  publication  of  the  volume  was  directed  by  a  committee  representing 
various  centers  of  anthropological  activity  in  the  United  States,  with  Mr.  F.  W. 
Hodge,  ethnologist-in-charge  of  the  Bureau  of  American  Ethnology  of  the 
Smithsonian  Institution,  as  chairman  and  editor. 

The  General  Meeting  of  the  Archaeological  Institute  of  America 

THE  general  meeting  of  the  Archaeological  Institute  of  America,  in  conjunc* 
tion  with  the  American  Philological  Association  and  the  College  Art  Associa- 
tion of  America,  was  held  in  St.  Louis,  December  27-30,  1916.  There  was  a  large 
attendance  of  members  and  guests  from  all  parts  of  the  country.  Among  the 
illustrated  papers  presented,  some  of  which  we  hope  to  publish  in  future  numbers 
of  Art  and  Archaeology,  were  the  following:  "Comparative  Philology  and  the 
Classics,"  by  Professor  Carl  Darling  Buck,  of  the  University  of  Chicago,  president 
of  the  Philological  Association;  "A  Collection  of  Some  New  Testament  Papyri," 
by  Wallace  N.  Stearns,  of  the  University  of  North  Dakota;  "Where  Archaeologi- 
cal Investigation  Left  Off  in  Palestine  and  Assyria,"  by  George  L.  Robinson,  of 
Chicago  Theological  Seminary;  "Relation  of  Climatic  Changes  to  Archaeological 
Studies,"  by  Ellsworth  Huntington,  of  Yale  University;  "The  Study  of  American 
Art  in  American  Colleges,"  by  Herbert  Richard  Cross,  of  the  University  of 
Michigan;  "The  Place  of  Architecture  in  the  Liberal  Arts  Course,"  by  Alfred  M. 
Brooks,  of  the  University  of  Indiana;  "Great  Monuments  of  the  Architecture  of 
India,"  by  T.  Lindsay  Blayney,  of  Rice  Institute;  "The  Sanctuario  of  Chimayo," 
by  Paul  A.  F.  Walter,  of  the  School  of  American  Archaeology;  "Cave  Picto- 
graphs  of  the  Rito  de  los  Frijoles  (New  Mexico),"  by  Kenneth  M.  Chapman,  of 
the  School  of  American  Archaeology ;  "Foundationsof  Our  National  Architecture," 
by  Fiske  Kimball,  of  the  University  of  Michigan;  "The  Archaic  Architecture  of 
New  Mexico,"  by  William  Templeton  Johnson,  of  San  Diego. 

Revival  of  the  Art  of  Dancing 

SO  primitive  and  natural  to  mankind  is  the  dance  that  a  good  part  of  Western 
civilization  affects  to  regard  it  askance,  as  savoring  of  primeval  sin,  and 
another  section  ignores  it  as  a  survival  of  a  harmless  kind  which  lingers  on  in 
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order  to  amuse  women  and  boys.  The  present  century  finds  the  dance  more 
popular  than  it  ever  was  before  and  that  not  merely  among  the  young  but  the 
old.  Grave  and  reverend  seigniors  no  longer  resign  themselves  to  dancelessness, 
but  cut  and  caper  with  the  best.  Grandmothers,  not  to  speak  of  mothers,  make 
teetotums  of  themselves  with  the  utmost  naivet^,  and  do  not  hesitate  to  renew 
their  maiden  triumphs  in  the  ballroom  if  they  can  find  the  partners.  Along  with 
this  revival  of  the  dance  goes  the  effort  to  raise  it  to  the  level  of  an  art  by  studying 
the  dances  of  the  ancients,  so  far  as  they  can  be  understood,  through  sculpture 
and  painting  and  description  of  old  writers,  and  also  by  studying  the  dances  of 
primitive  folk  and  reviewing  its  phenomena  on  the  modern  stage.  Dancing  has 
revealed  itself  again  as  a  serious  expression  of  thought  and  emotion  with  which 
the  judicious  must  reckon. — The  Art  World. 

The  Discovery  of  Fourteenth  and  Fifteenth  Century  Frescoes  at  Bologna 

OLD  churches  in  Italy  have  ever  been  a  prolific  field  for  the  discovery  of 
hidden  works  of  art.  The  latest  find  is  reported  from  Bologna,  where  some 
restorations  in  the  ancient  church  of  San  Giacomo  have  revealed  the  presence  of 
frescoes  which,  aside  from  their  importance  as  examples  of  the  period  in  which 
they  were  executed,  are  interesting  when  considered  in  connection  with  the  history 
of  the  ancient  construction  of  the  church  itself. 

The  frescoes,  which  in  part  belong  to  the  fourteenth  century,  and  in  part  to 
the  fifteenth  and  sixteenth  centuries,  were  accidently  discovered  by  the  Prior  of 
San  Giacomo,  Dr.  Casacca,  a  learned  scholar  and  authority  on  medieval  history, 
during  the  removal  of  a  picture  (S.  Rita  dei  Casccia)  from  the  altar  of  the  chapel. 

During  the  reconstruction  of  the  church  in  the  fourteenth  century,  the  primi- 
tive form  dating  from  1267  was  modified  with  the  addition  of  chapels  behind  the 
great  altar;  but  the  most  important  modification  took  place  about  the  end  of  the 
fifteenth  century  when  the  erection  of  the  great  columns  and  the  cupolas  occa- 
sioned a  new  arrangement  of  the  side  chapels.  On  account  of  the  enlargement,  a 
considerable  space  on  the  walls  near  the  thirteenth  century  frescoes  required  to 
be  painted  in  order  to  complete  the  preceding  compositions.  That  this  was  exactly 
what  happened  is  now  proved  in  the  frescoes  revealed  in  the  S.  Rita  chapel.  One 
sees  here  an  ensemble  of  four  figures  occupying  a  space  as  large  as  the  picture 
which  hitherto  has  covered  it;  three  of  these,  representing  the  Madonna  and 
Child,  Saint  James,  and  Saint  John  the  Baptist,  belong  to  the  fourteenth  century, 
and  are  probably  the  work  of  Jacobo  di  Bologna:  the  fourth  represents  an  angel, 
and  although  as  yet  it  has  not  been  possible  to  determine  its  exact  authorship, 
the  indications  are  that  it  belongs  to  the  school  of  Ercole  de  Roberti;  it  was 
therefore  painted  toward  the  end  of  the  fifteenth  century,  as  already  noted, 
beside  the  three  of  the  fourteenth  century,  to  cover  a  blank  space  in  the  wall 
resulting  from  the  new  architecture.  IVAN  lavretsky 
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Cicero:  A  Sketch  of  His  Life  and  Works. 
Hfiffnia  Taylor.  Chicago:  A.  C.  McClurg  & 
Co.  $3.50. 

The  "Cicero"  of  Dr.  Hannis  Taylor 
deserves  more  than  pa.ssing  notice.  It 
will  long  be  classed  among  the  most 
useful  and  reliable  works  in  our  lan- 
guage on  the  golden  period  of  Roman 
Life.  No  work  in  recent  times  is  better 
calculated  to  give  the  average  cultured 
reader  a  full  and  exact  view  of  the  work- 
ings of  the  Roman  law  in  its  native 
home.  Dr.  Taylor  has  staged  splen- 
didly, so  to  speak,  the  greatest  advocate 
the  world  has  yet  seen.  He  appears 
here,  as  he  was  in  life,  the  mouthpiece 
of  justice  and  equity,  the  mirror  of 
Roman  conscience,  public  and  private, 
and  the  fine  flower  of  Roman  philo- 
sophic culture.  Not  only  does  he  come 
before  us  as  the  highest  exponent  of 
Roman  public  life,  but  in  the  very  rich 
anthology  of  noble  ideas,  which  Dr. 
Taylor  has  culled  from  the  writings  of 
Cicero,  the  great  Roman  speaks  to  us 
from  his  urn,  and  conveys  to  posterity 
the  best  thought  of  the  ancients  on  the 
gravest  problems  and  questions  of  life. 
As  one  ponders  on  these  immortal  utter- 
ances of  the  Roman  prophet  of  Stoi- 
cism, he  is  tempted  to  cry  out  with 
Prudentius,  "Christo  venienti  parata 
jam  via  est,"  the  way  is  open  for  the 
Christian  order  of  life. 

The  work  is  eminently  calculated  to 
promote  a  solid  grasp  of  the  Roman 
law,  and  can  be  recommended  to  all 
students  of  the  legal  and  constitutional 
life  of  these  erstwhile  rulers  of  mankind 
as  a  new  and  unique  manual  which  pre- 
scinds from  the  dry  and  disjointed 
texts,  presents  the  law  of  the  world's 
mightiest  city  as  it  was  understood  and 
applied  by  the  highest  legal  genius 
known  to  history,  and  centers  about  his 
person  in  a  fresh  and  vivid  manner  all 
the  great  situations  of  Cicero's  time,  out 


of  which  arose  that  large  concept  of 
mankind,  that  "humanitas"  which  is 
basic  to  so  much  of  our  Western 
civilization. 

The  volume  is  an  excellent  specimen 
of  the  best  modern  work  in  bookmak- 
ing.  Several  busts  of  Cicero  are  repro- 
duced. We  should  like  to  have  seen  as 
frontispiece  the  noble  statue  of  him 
which  adorns  the  approaches  to  the 
new  Palazzo  di  Giustizia  at  Rome.  A 
choice  bibliography  lends  to  this  im- 
portant work  a  special  value  to  the 
student  as  well  as  to  the  general  reader. 

THOMAS  J.  SHAHAN. 

The  Wonder  of  Work.     Joseph  Peunell. 

Fifty-two  lithographic  plates,  with  interpreta- 
tive notes  by  the  artist.  Large  8vo.  Phila- 
delphia: J.  B.  Lippincott  Company.  1916. 
$2  net.     Postage,  12  cents. 

Since  Kipling  showed  the  way  in 
"McAndrew's  Hymn,"  modern  writers 
and  artists  have  been  discovering  the 
splendid  beauty  that  lies  in  the  most 
materialistic  aspects  of  our  modern  in- 
dustrial civilization,  and  the  soul  of 
industrialism  itself  is  revealed  in  this 
collection  of  Mr.  Pennell's  lithographs 
— the  soul  of  modern  work.  Mr.  Pen- 
nell  pictures  sky-scrapers  of  New  York 
in  the  building,  the  stock-yards  of 
Chicago,  the  steel-works  of  Pittsburgh, 
the  commerce-laden  harbor  of  Genoa, 
the  Krupp  Works  at  Essen,  the  "Lake 
of  Fire"  at  Charleroi,  Belgium,  the 
mills  of  Valenciennes,  scenes  from  Ber- 
lin. Hamburg,  London,  Venice,  all  testi- 
fying to  the  indomitable  human  will 
that  is  molding  the  future  out  of  the 
chaos  of  the  present.  The  drawings 
cover  the  period  1881-1915,  and  the 
artist's  notes  form  a  delightful  running 
commentary.  The  book  is  appropri- 
ately dedicated  to  Constantin  Meunier, 
the  great  sculptor  of  modern  indus- 
trialism.— Literary  Digest. 
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WHEN  the  first  number  of  Art  and  Archaeology  appeared  (in  July,  1914), 
a  modest  editorial  statement  was  made  of  its  ambition.    In  typography, 
illustration,  and  general  make-up,  its  projectors  aimed  to  make  it  "a 
thing  of  beauty  and  a  joy  forever." 

Perhaps  a  fanciful,  but  certainly  an  interesting,  speculation  leads  us  to  ask 
just  what  the  poet  Keats  would  have  said,  could  he  have  seen  the  number  of 
Art  AND  Archaeology  for  Christmas,  1916.  Would  he  not,  conceivably,  admit 
that  his  much-quoted  line  could  be  applied  to  "our  own  magazine"? 

THE  PROGRESS  OF  A  YEAR 

It  is  just  a  year  since  Art  and  Archaeology  began  to  appear  in  its  present 
form.  It  is  now,  we  feel  emboldened  to  say,  a  worthy  medium,  through  which 
those  who  are  interested  in  art  may  learn  the  best  that  is  being  done  and  thought 
in  art  circles,  and  those  who  aspire  to  understand  art  history  and  development 
may  acquire  instruction  and  pleasure. 

During  the  year  just  closed  the  entire  range  of  ancient  and  modern  art  has 
been  covered.  Very  appropriately,  the  first  number  of  the  twelve  months  opened 
with  a  description  of  the  classical  architecture  at  the  Panama-Pacific  Exposition. 
"Heir  of  all  the  past,  the  Exposition  City,  in  its  architecture,"  says  the  author  of 
this  article,  H.  Rushton  Fairclough,  "exhibited  a  variety  of  elements  all  blended 
in  a  satisfying  harmony,  animated  by  genuine  inspiration  and  fused  with  a  noble 
idealism."  So  much  at  least  one  might  see  from  the  splendid  illustrations,  even 
had  he  not  read  the  article  itself. 

OUR  AMERICAN  PUBUC  ART 

A  discriminating  journey  through  American  museums,  very  largely  of  modern 
creation,  has  brought  before  the  reader  of  Art  and  Archaeology  some  impressive 
evidences  of  the  position  won  by  our  countrymen  in  sculpture  and  painting.  Our 
public  buildings,  governmental  and  educational,  are  becoming  better  and  better 
evidences  of  the  increase  in  our  artistic  taste  as  a  people.  We  have,  as  yet,  no 
strictly  national  art,  Mr.  Fiske  Kimball  has  told  us  (in  a  paper  read  at  the 
Archaeological  Institute  meeting  in  December,  1915,  and  afterward  reprinted  in 
these  pages),  and  yet  we  have  in  our  monuments  a  complete  and  correct  index 
of  our  contemporary  civilization,  dnd  we  are  building  better  every  day.  No  one 
can  examine,  even  in  a  most  cursory  way,  the  art  collections  in  some  of  our  cities, 
notably  Buffalo,  without  realizing  this.  Almost  an  entire  number  of  this  magazine 
was  recently  devoted  to  American  art.  In  sculpture,  as  well  as  painting,  American 
artists  have  done  some  things  that  will  not  die. 

Among  those  who  are  making  our  great  governmental  buildings  in  Washington 
the  peers  of  those  anywhere  else  in  the  world,  Paul  W.  Bartlett  occupies  an 
enviable  position.  The  group  of  statuary  on  the  pediment  of  the  House  Wing  of 
our  National  Capitol,  recently  unveiled,  has  added  to  its  grandeur  and  beauty, 
in  a  way  that  shows  high  ideals  and  a  mastery  of  technique.  But  the  picture  we 
have  reproduced  says  more  than  words.   Mr.  Bartlett's  work  in  another  direction 
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received  notice  in  our  pages  during  the  current  year,  in  a  reprinting  of  his  protest 
before  the  meeting  of  the  American  Federation  of  Arts  in  May,  on  "Statues  in 
Washington  and  Power  Plant  versus  Art  Commission,"  this  being  produced  in 
the  form  of  a  fantasy  against  disfiguring  the  landscape  of  the  national  capitol  by 
the  smokestacks  of  the  proposed  new  power  plant. 

A  notable  phase  of  our  modern  art  idea  in  this  country  is  the  beautification  of 
our  schools.  This  provides  not  only  an  innovation  in  the  decoration  of  public 
schools,  but  strikes  a  new  educational  note,  by  placing  art  "where  it  will  uncon- 
sciously be  absorbed  by  the  future  men  and  women,  along  with  the  knowledge  of 
human  nature  and  other  valuable  public-school  studies  not  listed  in  the  curricu- 
lum." The  Zolnay  frieze  in  the  Washington  Central  High  School  shows  this 
admirably. 

AMERICAN  ARCHAEOLOGY 

Speaking  of  aboriginal  American  art,  in  the  very  first  number  of  Art  and 
Archaeology,  Professor  W.  H.  Holmes,  of  the  National  Museum,  remarked  that 
"the  cultural  achievements  of  the  early  American  tribes  are  much  more  diversified 
and  mature  than  the  world  has  realized  until  now."  The  virile  genius  of  these 
peoples  is  shown  in  many  ways  in  architecture,  sculpture,  painting,  metallurgy,  the 
textile  arts  and  especially  in  the  plastic  arts.  Professor  Holmes  has  contributed 
to  Art  and  Archaeology,  during  the  two  years  of  its  existence,  a  number  of 
papers  on  "masterpieces  of  aboriginal  American  art,"  which  set  this  forth  very 
lucidly. 

The  December  number  was  itself  such  a  comprehensive  survey  of  the  archae- 
ology of  the  American  continent  that  it  is  scarcely  necessary  to  more  than  refer 
in  passing  to  Professor  Holmes'  articles  appearing  in  February  on  "early  American 
sculpture,"  and  his  absorbingly  interesting  papers  on  the  famous  jade  figurine  and 
Guatemalan  pottery,  or  to  Mr.  Fewkes'  description  of  the  sun  temple  in  the 
Mesa  Verde  National  Park. 

THE  ANCIENT  PEOPLES  OF  THE  OLD  WORLD 

The  atmosphere  of  the  very  ancient  world  civilization  come  back  to  us  vividly 
in  the  pages  of  our  magazine,  particularly  in  the  studies  of  Egyptian  art  and 
handicraft  which  have  appeared  during  the  past  twelve  months.  Karnak,  one  of 
the  most  ancient  monumental  cities  of  the  world,  was  visited  several  years  ago 
by  Mr.  Garrett  Chatfield  Pier,  who  took  many  interesting  photographs  of  the 
ruins.  His  observations,  historically  correlated,  and  illustrated  with  pictures, 
made  up  one  of  the  striking  features  of  our  August  number.  Even  more  human 
in  its  appeal,  is  Professor  Breasted's  description  of  the  studio  of  an  Egyptian 
pxjrtrait  sculptor  in  the  fourteenth  century  before  our  era.  Could  there  be  any- 
thing more  fascinating  than  this  account  of  how  the  genius  of  Thutmose  per- 
petuated the  features  and  the  expressions  of  the  lords  and  ladies  of  those  ancient, 
mysterious  days? 

Untold  ages  before  these  days  of  Egypt,  back  in  the  dim  reaches  of  time  which 
geologists  call  palaeolithic,  the  art  instinct  had  already  found  expression  in  the 
rude  carvings  and  paintings  of  the  caves  of  Europe.  The  men  of  the  Old  Stone 
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Age  were  real  artists  according  to  their  lights.  Something  of  what  they  did — 
related  in  word  and  picture — is  the  subject  of  a  fascinating  story  by  Profeswr 
George  Grant  MacCurdy,  of  Yale,  in  our  August  issue. 

THE  GLORY  THAT  WAS  GREECE 

Of  the  glory  that  was  Greece,  there  has  come  down  to  us  few  more  noble  and 
fascinating  mementoes  than  the  ruins  of  the  Parthenon.  An  entire  number  of 
Art  and  Archaeology  during  the  past  summer  was  devoted  to  the  splendors  of 
this  ancient  Greek  temple. 

A  terse  historic  statement  of  its  destruction  by  the  Venetian  fleet  in  1687, 
leads  into  more  properly  artistic  consideration.  It  is  an  absorbingly  interesting 
story,  that  of  how  Lord  Elgin,  while  British  Ambassador  at  Constantinople,  in 
the  first  years  of  the  past  century,  gradually  acquired  for  England  the  famous 
marbles,  which  now  bear  his  name  and  form  one  of  the  most  highly  valued  treasures 
in  the  British  Museum.  William  Hyde  Appleton,  in  his  article  in  our  pages,  gives 
it  as  his  opinion  that  these  marbles  "may  be  fairly  said  to  have  revolutionized 
the  ideas  entertained  about  Greek  sculpture."  Professor  Smiley  follows  with  a 
consideration  of  how  Athenian  thought  and  life  is  reflected  in  the  Parthenon 
sculptures.    Particularly  rich  are  the  illustrations  used  in  these  articles. 

There  are  few  better-known  figures  in  ancient  sculpture  than  the  famous 
Discobolus  or  Disc  Thrower,  of  Myron.  Also  very  well  known  is  his  group  of 
Athena  and  Marsyas.  Mr.  George  H.  Chase,  of  Harvard,  believes  that  Myron 
should  be  associated  with  the  greatest  Greek  sculptors,  even  with  Phidias  and 
Praxiteles.  His  studies  of  Myron's  great  works  were  features  of  Art  and  Archae- 
ology during  the  summer  months. 

Greek  influence  upon  the  modern  stage  is  now  a  clearly  recognized  one.  The 
Hellenic  dance,  with  its  grace  and  mysticism,  has  been  revived,  and  now  we  have 
come  to  perceive  that  an  interest  in  things  Greek  "has  passed  from  the  educational 
institutions  to  the  museums— to  the  professional  actors— and  on  to  the  people  at 
large."  Greek  plays  in  our  colleges,  the  revival  of  classic  Greek  dramas  in  our 
theaters  and  the  widely  popular  presentations  of  such  artists  of  the  dance  a 
Pavlowa  and  Isadora  Duncan,  indicate  clearly  a  well-defined  Greek  influence 
upon  the  stage  of  today.  Mr,  Clarence  Stratton  in  our  pages  for  May  sketches 
this  revival  entertainingly. 

AND  THE  GRANDEUR  THAT  WAS  ROME 

Under  the  great  Emperor  Hadrian,  Roman  art  attained  its  best  form  and 
"inspired  by  the  earlier  Greek  masters,  the  artists  of  the  Hadrian  period  wit- 
nessed vast  social  changes  arising  from  the  fusion  of  Roman  ideas  with  Greek 
culture."  The  Rome  of  this  period,  from  a  monumental  and  architectural  aspect, 
even  now  excites  the  wonder  of  the  traveler.  Just  how  those  social,  political,  and 
economic  changes  came  about,  resulting  in  this  splendid  outburst  of  public  art. 
is  told  by  John  Candee  Dean,  under  the  comprehensive  title,  "When  Hadrian 
Ruled  the  World,"  in  our  pages  in  November. 

A  side-light  on  the  art  of  this  period  is  given  by  Anna  Spaulding  Jenkins  in 
her  study  of  the  Auditorium  of  Maecenas,  one  of  the  few  bits  left  us  of  the  Rome 
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of  the  days  of  Horace.  The  far-flung  empire  of  the  City  on  the  Seven  Hills  has 
left  its  indelible  impress  on  the  landscape  of  Britain.  In  the  Roman  fort  of  Amble- 
side, in  the  Lake  District  of  England,  originating  as  a  frontier  and  military  post 
that  were  remnants  of  the  walls  of  Hadrian  and  Antoninus,  one  of  our  writers 
finds  material  for  an  article  which  is  illustrated  with  some  unusual  pictures. 

One  of  the  most  fascinating  features  of  Art  and  Archaeology  during  the 
past  year  has  been  the  series  on  the  "Seven  Wonders  of  the  Ancient  World," 
written  in  a  style  entertaining  and  comprehensive.  The  Pyramid  of  Cheops,  the 
Walls  of  Babylon,  and  the  Statue  of  the  Olympian  Zeus,  have  all  been  treated, 
and  others  will  appear  in  early  coming  issues. 

THE  ART  OF  THE  MIDDLE  AGES 

The  art  of  mediaeval  Europe,  with  its  intense  devotional  significance,  has 
seldom  been  set  forth  with  so  intimate  and  reverent  a  touch  as  in  the  series 
prepared  by  Dan  Fellows  Piatt  for  Art  and  Archaeology,  in  his  "Lesser  Known 
Masterpieces  of  Italian  Painting."  In  the  first  two  volumes  appeared  a  "Virgin," 
by  Crevelli,  a  "Virgin  and  Child,"  by  Neroccio,  and  a  "Virgin  and  Child,"  by 
Luini.  In  the  current  year,  Mr.  Piatt  has  given  us  the  "Madonna"  of  Matteo  of 
Siena,  "The  Virgin  and  Child  with  Angels,"  by  Francesca,  one  of  the  Boccatis 
in  the  Berenson  Collection,  and  "A  Kneeling  Angel,"  by  Bernadino  Luini,  and 
Filippo  Lippi's  "Coronation  of  the  Virgin"  at  Spoleto.  Each  is  illuminated  by  a 
full-page  reproduction  of  the  painting  considered. 

If  ever  there  was  a  timely  article  on  an  art  subject,  it  is  the  comprehensive 
consideration  of  "Italy,  the  Country  of  Art,  after  One  Year  of  War,"  which 
Raffaelo  Giolli  contributed  to  our  pages  in  November.  His  illustrations,  while 
reproducing  works  of  art,  also  indicate  the  precautions  taken  by  .the  Italian 
Government  for  the  preservation  of  its  precious  monuments  against  damage  from 
aerial  bombardment. 

THE  NUMBER  DE  LUXE 

With  its  splendid  wealth  of  ninety-six  pages,  four  of  them  in  color,  the  Decem- 
ber (1916)  number  of  Art  and  Archaeology  is  certainly  an  undisputed  demon- 
stration of  the  fact  that  it  is  "the  handsomest  magazine  in  America."  The 
articles,  devoted  exclusively  to  different  phases  of  American  archaeology,  together 
form  a  monograph  on  the  primitive  art  of  our  country.  Particularly  valuable  is 
the  setting  forth  of  the  work  done  by  the  School  of  American  Archaeology  at 
Sante  Fe,  New  Mexico,  and  the  sympathetic  illuminating  descriptions  of  the 
fine  qualities  of  the  American  Indian.  The  Great  Dragon  of  Quirigua,  which  is 
the  subject  of  Professor  W.  H.  Holmes'  paper,  appears  on  the  cover  of  the  number. 

OTHER  NOTEWORTHY  FEATURES 

To  enumerate  the  special  articles,  which  with  handsome  illustrations  have 
illuminated  the  pages  of  the  magazine  during  the  current  year  would  be  to  turn 
this  review  into  a  "Table  of  Contents." 

The  consideration  of  Rodin's  works  now  in  the  Metropolitan  Museum  in  New 
York,  the  paper  on  the  art  of  the  French  Empire,  and  the  descriptive  articles  on 
what  may  be  called  regional  art,  notably  in  England,  Japan,  Sicily,  Rome,  and 
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Barcelona,  would  have  to  be  supplemented  by  a  reference  to  the  article  on 
Shakespeare  in  Sculpture,  by  Mitchell  Carroll,  with  many  pictures  apropos  of 
the  tercentenary. 

In  each  number  there  has  appeared  at  least  one  poem  on  a  classical  subject 
or  on  some  modern  application  or  interpretation  of  art.  The  regular  departments 
of  "Current  Notes  and  News"  and  "Book  Critiques"  have  rounded  out  and 
supplemented  the  more  solid  reading  matter  of  the  other  pages. 

THE  PROMISE  OF  THE  FUTURE 

In  making  its  bow  at  the  beginning  of  its  third  year.  Art  and  Archaeology 
begs  to  assure  its  readers  that  it  desires,  in  ever-increasing  measure,  to  be  their 
magazine  and  to  ever  more  completely  and  acceptably  serve  them  in  bringing 
to  them  the  riches  of  art  throughout  the  ages. 

LOUIS  E.  VAN  NORMAN 


Through  the  co-operation  of  active  members  of  the  Institute,  several  hundred  subscribing  members 
were  added  to  our  mailing  list  during  November  and  December.  To  each  and  everyone  who  so 
generously  assisted,  we  beg  to  express  our  grateful  thanks.  We  earnestly  desire  to  keep  up  the  rate 
of  increase  that  has  been  so  auspiciously  begun,  and  therefore  desire  our  readers  to  continue  to 
nominate  their  friends  for  subscribing  membership.  Sample  copies  will  be  promptly  sent  to  all. 
Address  all  communications  to  ART  AND  ARCHAEOLOGY.  The  Octagon,  Washington.  D.C. 
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DO  YOU  KNOW? 

Important  Facts  Stated  in  the  Form  of  Questions 

DO  YOU  KNOW 

— That  if  one  wishes  to  see  the  relics  of  the  Old  World  it  is  beginning  to  be 
necessary  to  come  to  America? 

— That  after  the  European  war  is  over  the  United  States  will  have  to  take  the 
lead  in  archaeological  excavations  and  explorations? 

— That  the  masterpieces  of  art  of  European  lands  are  finding  their  way  in 
ever-increasing  number  to  the  United  States? 

— ^That  Art  and  Archaeology  has  as  its  constructive  purpose  and  central 
aim  "the  pointing  of  the  way"  to  culture  through  the  story  of  art,  ancient  and 
modern? 

— That  its  splendid  array  of  contributors  contains  the  names  of  many  of  the 
most  noted  scholars,  writers,  and  artists  in  the  country? 

— That  during  the  past  two  years,  the  reader  of  Art  and  Archaeology  has 
excavated  in  Egypt,  Palestine,  Greece,  and  Central  America;  visited  the  Ameri- 
can schools  in  Athens  and  Rome  and  the  School  of  American  Archaeology  in 
Sante  Fe;  viewed  the  Rheims  Cathedral  and  various  wonder  works  of  art 
in  France  and  Italy;  and  studied  masterpieces  of  early  American  art  and  repro- 
ductions of  it  at  the  Panama-California  Exposition  ? 

— ^That  he  has  renewed  his  acquaintance  with  the  temples  and  sculptures  of 
Greece  and  Rome,  gone  back  to  Egypt  in  its  prime,  and  even  to  the  days  of  the 
cave  artists  of  twenty-five  thousand  years  ago;  and  has  seen  the  best  works 
of  many  modern  architects  and  sculptors  and  painters? 

— That  even  better  things  are  in  store  for  him  in  future  numbers,  such  as  the 
series  under  the  general  title  of  "The  Arts  Throughout  the  Ages,"  discussions 
of  the  artistic  treasures  and  achievements  of  a  number  of  our  leading  American 
cities,  incursions  also  into  the  fields  represented  by  the  arts  of  music,  dancing, 
and  drama? 

— ^That  we  have  a  new  department  on  the  "History  and  Monuments  of  Our 
National  Art"  and  will  now  and  then  tell  the  story  of  those  rare  and  precious 
buildings  of  Ye  Olden  Tyme  which  it  should  be  the  pride  of  all  Americans 
to  preserve?  ^_^_^_^..^„.^_^^ 

What  we  have  gained  in  excellence  and  in  circulation  has  been  due  to  the  cooperation  of  our 
steadily  enlarging  Art  and  Archaeology  family.  We  wish  to  cultivate  this  sense  of  pro- 
prietorship in  all  our  readers,  and  we  look  to  them  primarily  for  the  names  and  addresses 
of  others  who  should  be  added  to  our  number  as  subscribing  members  of  the  Institute.  If 
you  are  not  already  one  of  us,  kindly  accept  your  nomination  by  a  friend  and  permit  us  to 
enroll  you  as  a  subscribing  member  of  thQ  Institute  by  sending  your  name  and  address  with 
check  to 
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THE  ART  OF  THE  AKKADIANS 
Albert  T.  Clay 


THE  beginnings  of  the  history  of 
Babylonia  are  shrouded  in  dark- 
ness and  uncertainty.  Projecting 
ourselves  back  to  a  period  about  5000 
B.C.,  we  find  two  distinct  races  occupy- 
ing the  land,  Semitic  and  Sumerian. 
The  Semites  occupied  the  northern  part 
of  the  land,  called  Akkad ;  and  the  other 
people  the  southern,  called  Sumer. 
Scholars  agree  that  neither  people  is 
indigenous  to  the  land.  Both,  it  seems, 
came  from  mountainous  districts,  as  is 
determined  by  many  elements  in  the 
culture  of  each.  While  a  number  of 
theories  have  been  advanced,  it  is 
highly  probable  that  the  Semites,  or 
Akkadians,  came  down  the  Euphrates 
from  the  west.  Which  of  these  two 
peoples,  the  Akkadians  or  the  Sume- 
rians,  first  entered  the  valley,  is  not 
known.  At  present  the  earliest  known 
dynasty  of  rulers  is  that  of  Kish,  which 
belonged  to  the  Semitic  kingdom.  This 
is  followed  by  that  of  Ercch,  in  the 
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Sumerian  region;  but  there  are  reasons 
for  regarding  at  least  some  of  the  rulers 
of  this  dynasty  as  Semitic,  as  they  bear 
Semitic  names.  Thisand  also  the  fact  the 
Babylonians  have  handed  down  Semitic 
names  for  their  antediluvian  rulers  are 
sufficient  reasons  forconsidering  first  the 
art  of  Semitic  Baylonia,  although  the 
excavations  thus  far  have  yielded  more 
creations  of  the  Sumerian  people  be- 
longing to  the  early  period  than  of  the 
Semitic.  This  may  be  accounted  for  by 
the  fact  that  no  very  early  Semitic 
cities,  except  Nippur,  have  thus  far 
been  subjected  to  systematic  excava- 
tions; whereas  in  southern  Babylonia, 
at  Tello,  and  other  sites,  considerable 
work  has  been  done.  And  on  the  other 
hand,  after  more  of  the  ruin  hills  of  the 
Semitic  settlements  have  been  exca- 
vated, it  may  be  found  that  the  Semitic 
people,  as  seems  to  be  true  in  other 
parts  of  the  ancient  Orient,  had  no 
special  genius  for  art.    If  this  should 
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The  only  large  sculptured  object  found  at  Babylon.     In  this  unlinished  figure  of  a  huge  lion 

standing  over  a  man,  the  ancient  sculptor's  idea  was  to  demonstrate  the  strength  of  the 

"King  of  Beasts."  The  block  of  granite,  from  which  this  lion  and  man  were 

hewn,  came  down  the  Euphrates  from  Mesopotamia  on  a  raft 
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prove  correct,  then  it  will  be  necessary 
to  say  that  the  Semitic  Babylonians 
and  the  Assyrians,  who  are  also  re- 
garded as  Semitic,  depended  upon  the 
non-Semitic  sculptor  for  their  remark- 
able creations. 

In  the  earliest  known  historical  pe- 
riod with  which  the  excavator  has  made 
us  acquainted,  instead  of  finding  things 
rude  or  aboriginal  in  character,  there 
appears  a  civilization  which  had  ad- 
vanced to  an  astonishing  degree;  and 
which  pointed  to  a  development  cover- 
ing millenniums.  Instead  of  finding, 
for  instance,  the  writing  of  this  early 
period  hieroglyphic,  the  characters  are 
so  far  removed  from  the  original  pic- 
tures that  it  is  only  by  the  help  of  the 
values  which  the  signs  possess,  that  we 
are  able  to  make  reasonable  deductions 
as  to  what  they  might  have  represented. 
Even  at  the  present  time  only  about 
one-third  of  the  signs  can  be  reasonably 
explained.  The  earliest  works  of  art 
which  have  been  discovered  also  show 
that  a  long  development  covering  mil- 
lenniums must  be  accounted  for,  to  lead 
up  to  that  which  was  produced  in  this 
period.  The  religious  and  social  ele- 
ments that  entered  into  the  culture  of 
that  period  testify  to  the  same  great 
antiquity  of  man  and  his  work,  back  of 
that  which  is  known  at  present. 

The  Akkadians,  and  in  particular  the 
Sumerians,  have  left  some  remarkable 
creations  in  stone  and  metal,  although 
Babylonia  is  an  alluvial  plain.  Basalt, 
dolerite,  limestone,  and  other  stones,  as 
well  as  metal,  were  early  brought  from 
far-away  mountainous  districts.  This 
fact  naturally  conditioned  the  artistic 
development  of  the  sculptor,  and  en- 
graver; for  when  the  national  life  was 
at  a  low  ebb,  the  importation  of  the 
materials  practically  must  have  ceased. 

The  art  in  Babylonia  in  all  periods 
flourished  when  the  nation  was  strong 
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and  vigorous;  and  on  the  other  hand,  in 
the  dark  periods  of  their  history,  art  is 
practically  unknown.  But  the  same 
thing  is  true,  generally  speaking,  of 
even  their  inscribed  tablets.  The  skill 
displayed  by  the  sculptor,  and  especially 
by  the  lapidist,  as  is  evidenced  by  the 
artistic  creations  which  have  been 
handed  down,  is  remarkable.  This,  con- 
sidered in  connection  with  the  fact  that 
the  materials  were  not  indigenous,  in- 
clines one  to  inquire  whether  the  skill 
was  not  borrowed  from  the  peoples  with 
whom  they  came  in  contact. 

The  only  materials  for  art  and  archi- 
tecture that  were  indigenous  to  alluvial 
Babylonia  were  clay  and  wood.  Even 
native  wood,  as  far  as  we  know,  was 
limited  to  little  else  than  the  date-palm 
tree,  and  perhaps  the  poplar.  In  the 
inscription  there  are  many  references 
to  wood  being  imported  from  foreign 
countries;  and  there  have  been  found 
some  evidences  of  cedar  and  tamarisk; 
but  owing  to  the  climate  and  the  inun- 
dations, little  is  known  of  any  artistic 
creations  in  that  material. 

Although  at  Eridu,  Shurlppak,  Adab, 
and  Babylon,  flint  tools  such  as  knives, 
saws,  and  other  implements,  have  been 
found,  it  would  seem  that  a  palaeolithic 
age  is  not  known  in  Babylonia;  for  cop- 
per was  used  in  the  earliest  period  with 
which  we  are  acquainted  in  Babylonian 
history.  These  stone  implements  were 
either  brought  into  the  land  by  the 
invader,  or  were  imported.  Copper, 
apparently,  was  very  early  found  and 
used  in  the  land  of  the  Amorites,  and  it 
is  this  region  whence  the  Semites  chiefly 
came.  Many  objects,  such  as  copper 
gate  sockets,  tools,  nails,  swords,  spears, 
coins,  bells,  mirrors,  pins,  etc.,  have 
been  found  in  Babylonia,  besides  some 
notable  creations  of  the  metallurgist. 
Herodotus,  in  his  account  of  Babylon, 
informs  us  that  the  wall  contained  one 
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hundred  gates,  all  of  bronze;  but  un- 
fortunately no  trace  of  these  has  as  yet 
been  found  in  the  excavations  of  the 
city.  In  fact,  the  few  notable  objects 
in  bronze  and  silver  that  have  been 
found  in  Babylonia  have  mostly  come 
from  Tello,  and  can  be  said  to  have  be- 
longed to  the  Sumerians.  These,  there- 
fore, properly  should  be  considered  in 
connection  with  the  art  of  that  people. 
In  the  dating  of  Babylonian  documents, 
as  well  as  in  the  historical  inscriptions, 
many  references  to  statues  in  gold, 
silver,  and  bronze  are  made;  but  none 
of  these  have  been  discovered.  At  Nip- 
pur, a  large  and  interesting  tablet  was 
found  in  which  the  scribe  gave  copies 
of  all  the  inscriptions  which  he  found 
on  the  monuments  that  were  in  the 
Temple  of  Ekur,  belonging  to  an  early 
period.  Although  the  objects  have  not 
been  found,  we  have  at  least  the  his- 
torical data  gathered  from  their  inscrip- 
tions, besides  knowledge  of  their  exis- 
tence. 

.The  use  to  which  the  dwellers  of 
Babylonia  put  clay  was  quite  exten- 
sive. Besides  being  employed  as  their 
writing  material,  as  the  chief  building 
material,  and  for  their  utensils,  it  was 
used  very  generally  for  such  objects  as 
reliefs,  moulds,  tiles,  figurines,  weights, 
drains,  seals,  coffins,  etc. 

The  excavations  at  Sippar,  Nippur, 
Babylon,  and  other  sites  in  Akkad, 
have  revealed  a  large  number  of  clay 
reliefs  and  figurines  in  the  round  or 
nearly  so.  Koldewey  says  he  found, 
including  small  fragments,  about  six 
thousand  terra-cottas,  belonging  chiefly 
to  what  he  calls  the  middle  and  late 
Greek  jjeriods.  The  examples  which 
were  selected  for  publication,  however, 
would  seem  to  indicate  that  very  few 
exceptional  specimens  have  been  found. 
The  excavations  at  Nippur  also  yielded 
a  large  number  of  terra-cottas.    Many 


of  the  important  specimens  are  to  be 
found  in  the  Constantinople  Museum; 
others  are  in  the  collection  of  Bab- 
ylonian antiquities  in  the  University 
Museum  in  Philadelphia.  There  are  to 
be  found  also  from  different  sites  a 
number  of  representative  specimens  in 
the  Yale  Babylonian  collection. 

The  surprising  fact  is,  notwithstand- 
ing the  chief  native  material  was  clay, 
that  the  development  of  artistic  model- 
ing does  not  seem  to  be  comparable 
with  other  achievements  of  the  artist, 
nor  with  what  would  naturally  be  ex- 
pected in  view  of  the  high  culture  unto 
which  the  people  had  attained.  Con- 
sidering the  scarcity  of  anything  found 
of  an  artistic  character  in  the  excava- 
tions of  Semitic  sites  in  Palestine,  this 
would  not  be  so  surprising,  at  least  for 
Akkadian  cities;  but  it  is  so  when  we 
take  into  consideration  the  achieve- 
ments of  the  non-Semitic  Sumerians. 
However,  a  few  good  creations  in  clay 
have  been  found  in  the  land  of  the 
Akkadians  or  Semitic  Babylonians,  the 
most  noteworthy  of  which  are  given 
below. 

In  most  instances  the  objects  that 
have  been  handed  down  can  be  said  to 
have  been  made  by  moulds,  which  were 
also  in  terra-cotta.  In  the  Yale  collec- 
tion no  less  than  five  of  the.se  moulds 
are  preserved.  They  are  one-piece 
moulds  into  which  the  clay  was  pressed. 
This  was  smoothed  on  the  back,  and  in 
not  a  few  instances  what  could  not  be 
pressed  into  the  mould  appears  as  an 
irregular  border. 

The  low  relief  seemed  to  have  been 
the  artist's  favorite  manner  of  expres- 
sion in  art,  and  the  means  of  showing 
his  ability  in  modeling  in  all  periods. 
An  early  relief,  that  can  be  dated  ap- 
proximately, is  one  found  among  tablets 
that  were  excavated  by  the  Arabs  at 
Drehem,  near  Nippur,  and  which   is 
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Fic.  I, — Terra-cotta  relief  of  an  early  period. 
Yale  Babylonian  Collection 


this  is  unfortunately  not  quite  com- 
plete. 

To  this  period  belong  also  several 
objects  that  have  been  regarded  by 
archaeologists  as  the  front  part  of  small 
models  of  chariots  (Fig.  2).  There  are 
several  of  them  in  the  Louvre,  which 
were  found  at  Larsa.  The  Yale  collection 
also  possesses  several  of  these  objects, 
one  of  which  is  a  magnificent  specimen. 
It  is  thought  that  the  provenience  of 
these  is  also  Larsa. 


now  in  the  Yale  collection  (Fig.  i). 
If  it  belongs  to  the  same  age  as  the 
tablets,  it  was  made  in  the  Ur  dynasty, 
about  2300  B.C.  The  language  of  the 
records  is  Sumerian,  though  this  may 
simply  be  due  to  the  Sumerian  occupa- 
tion of  the  region.  We  are,  therefore, 
confronted  at  once  with  the  more  or 
less  difficult  problem  of  differentiating 
between  that  which  is  Sumerian  and 
that  which  is  Semitic,  Babylonian,  or 
.Akkadian. 

The  relief  contains  two  nude  figures 
of  the  conventional  Gilgamesh  type, 
standing  on  either  side  of  what  may  be 
a  shrine  or  doorway.  Each  figure  holds 
a  long  spear,  which  has  a  ring  close  to 
the  top.  On  top  of  the  shrine  or  door 
is  an  animal,  above  which  is  the  em- 
blem of  the  sun  in  the  crescent.  Over 
the  figure  on  the  right  is  what  purports 
to  be  a  swan.  There  is  an  animal  de- 
picted also  over  the  other  figure,  but 
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— So-called  model  of  the  front  part  of  a  chariot 
1  terra-cotta.    Yale  Babylonian  Collertion 
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Fig.  3. — Terra-rotta  reliefs  and  figurines  of  the  mother-goddess  and  musicians,  of  the  late  period, 
in  the  Yale  Babylonian  Collection 
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Fig. 4- — T«rra-cotta  deities  and  musicians,  of  the  late  period,  in  the  Yale  Babylonian  Collection 
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Fig.  5.— Terra-cot ta  bas-reliefs,  in  the  Vale  Babylonian  Collectioi 
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— Terra-cotta  gods  and  goddesses  excavated  at  Nippur,  in  the  Imperial  Ottoman  Mus 

Constantinople,  and  in  the  University  Museum  (University  of  Pennsylvania). 

(From  Clay,  Ligkl  oH  the  Old  Testamtnt  from  Babel) 


Favorite  subjects  for  the  reliefs  and 
figurines  were  those  of  the  deities,  fore- 
most among  which  was  the  chief  god- 
dess of  the  land,  known  under  many 
different  appellations,  as  Bgltls,  Ishtar, 
Gula,  etc.,  and  also  epithets,  such  as 
mother-goddess,  etc.  Several  distinct 
types  of  the  goddess  are  to  be  recog- 
nized. There  are  many  of  these  female 
figures  with  hands  folded  below  the 
breast.  The  hair  usually  falls  upon  the 
shoulders;  the  goddess  wears  necklace, 
bracelets,  and  anklets.  There  are  many 
nude  figures  supporting  the  breasts 
with  the  hands;  there  are  others  with 
the  hands  hanging  down.  A  common 
variety  is  the  nude  or  partially  dressed 
figure  with  a  child  at  the  breast.  These 
are  found  both  in  a  standing  and  sitting 
posture  (Fig.  3).  In  the  Yale  collection 
are  two  goddesses  clothed  in  bell-shaped 
dresses.  They  are  recognized  as  deities 
because  of  the  horned  head-dress  they 
wear  (Fig.  4). 

1771 


Male  deities  among  the  terra-cotta 
figurines  are  also  well  represented  (Fig. 
6).  There  are  two  interesting  reliefs  in 
the  Yale  collection;  one  represents  the 
god  Adad,  holding  his  thunderbolt  over 
the  bull,  the  other,  a  deity,  presumably 
Ishtar,  with  a  scimitar  in  the  right  hand 
and  a  bow  in  the  left,  standing  with 
either  foot  upon  a  Hon  (Fig.  5) .  Th^re  is  a 
roughly  made,  but  interesting  object  in 
the  University  of  Pennsylvania  collec- 
tion, in  the  shape  of  a  shrine,  in  which 
a  deity,  presumably  Ellil,  is  seen.  The 
front  of  the  shrine  is  decorated  with 
two  spears,  one  on  either  side,  con- 
nected at  the  top  by  a  symbol.  Around 
the  opening  of  the  shrine  are  twelve 
small  lumps  of  clay  (Fig.  8).  In  the  Yale 
collection  is  also  found  a  relief  of  ram- 
pant wild  goats  and  the  sacred  tree 
(Fig-  5)-  This  has  been  compared  with 
the  Mycensean  motif,  to  which  it  is 
quite  similar.  It  resembles  also  one  from 
Nippur,  that  is  now  in  Constantinople. 
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Fig.  7. — Animal  toys  in  terra-cotta.  University  Muaeum,  Philadelphia 
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urines  were  found  covered  with  a  plaster 
-  paste,  in  which  the  artist  worked  out 
details  of  hair  and  drapery,  which  was 
not  possible  to  work  out  in  the  clay. 

While  it  is  claimed  that  some  few 
terra-cottas  are  suggestive  of  the  artist's 
attempt  to  express  the  feelings  in  the 
face,  on  the  whole  the  modeling  of  the 
human  face  was  so  conventionalized 
that  little  can  be  said  more  than  that 
certain  characteristics  of  what  the 
Babylonian  regarded  as  typically 
beautiful  were  observed  in  the  terra- 
cottas. The  full  round  face  of  the  god- 
dess, with  abundant  wavy  hair  falling 
on  the  shoulders, -with  the  body  adorned 
with  a  necklace,  bracelets,  and  anklets 
would  seem  to  represent  the  standard 
of  beauty.  With  the  exception  of  the 
goddesses  in  terra-cottas,  as  among  the 
Greeks,  the  female  figure  is  found 
draped.  In  many  of  the  stone  sculp- 
tures, however,  the  artist  seems  to  have 
attempted  to  create  portraits. 

A  small  terra-cotta  relief  of  a  lioness, 
about  three  inches  long  (Fig.  ll),  seems 
to  stand  almost  in  a  class  by  itself  of 
those  unearthed  in  Babylonia.  It  was 
found  at  Nippur,  and  is  at  present  in  the 


FlC.  8.— The  god  Ellil  in  his  shrine,  found  st 

Nippur.   University  Museum,  Philadelphia- 

(From  Clay,  Lighl  on  the  Old  Ttslament  from  Babel) 

Besides  figurines  of  deities  there  are 
those  of  musicians  (Figs.  3  and  4),  and 
also  of  animals  (Fig-  7).  These  last  are 
thought  to  have  been  playthings.  In 
the  collection  of  the  University  Museum 
there  are  several  baby-rattles,  one  is 
modeled  in  the  shape  of  a  chicken; 
another  in  the  shape  of  a  doll;  another, 
that  of  a  drum,  and  also  one  shaped  like 
a  human  head  (Fig.  9).  In  the  hollow 
body  of  each  there  is  a  little  stone, 
which  makes  a  sound  when  the  object 
is  shaken. 

Belonging  to  the  Greek  period  fig- 
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Fig.  9. — Terra-cotta  baby-rattles,  found  at  Nippur. 

University  Museum,  Philadelphia 
(From  Clay.  Lighl  on  the  Old  Testament  from  Babel) 
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Fig.  lo. — A  demon  ii 

Vale  Babylonian  Collection 

Constantinople  Museum.  It  was  made 
by  the  use  of  a  mould  in  the  usual  man- 
ner, and  is  thought  to  belong  to  the  late 
Babylonian  period.  The  position  of  the 
lower  to  the  upper  jaw  is  good.  The 
mouth  indicates  that  the  animal  is 
represented  roaring.  The  shoulders  and 
the  clearly  defined  lumps  on  the  neck 
are  well  executed.  The  same  is  true  of 
the  legs  and  the  fold  beneath  the  abdo- 
men. The  stepping  out  is  so  well  done 
that  a  modern  student  might  well  be 
proud  of  it.    It  is  a  masterpiece. 

Another  bas-relief  excavated  at  Nip- 
pur, and  now  in  Constantinople,  repre- 


sents a  contest  between  a  Hon  and  a 
man.  The  lion  appears  to  be  burying 
his  teeth  in  the  shoulder  of  the  man 
who,  in  a  kneeling  attitude,  is  plunging 
a  dagger,  with  his  right  hand,  into  the 
belly  of  the'  beast,  and  with  his  left, 
pushing  back  the  lion's  head.  The 
plinth  contains  traces  of  a  word  written 
in  Aramaic  characters.  The  relief  be- 
longs to  the  late  period*  (Fig.  12). 

At  Khorsabad  and  Nimrud,  in  As- 
syria, the  excavators  found  considerable 
evidence  of  tiled  reliefs  of  animals  and 
other  designs  which  had  been  used  for 
decorative  purposes.  The  excavations 
conducted  in  Babylonia  at  Tello,  Nip- 
pur, Erech,  Bismya,  and  at  other  sites, 
yielded  little  or  no  material  to  show 
that  this  plastic  art  was  practiced.  The 
excavations  at  Babylon,  however,  by 
Koldewey,  although  not  verifying  the 
fabled  grandeur  of  the  city  as  recorded 
by  the  Greek  historians,  showed  that 
in  the  neo-Babylonian  period  this  kind 
of  art  was  extensively  employed,  as  is 
evidenced  especially  by  the  work  of  that 
untiring  builder  Nebuchadnezzar. 

Prominent  among  the  building  con- 
structions which  were  decorated  with 
tiled  work  were  the  triumphal  highway 
of  the  gods,  called  Aibur-shabu,  on 
which  the  procession  of  the  gods  took 
place;  the  Ishtar  gate,  called  Ishtar- 
sSkipat-t^bisha,  where  the  sacred  way 
entered  the  older  city;  and  also  some 
work  in  the-palace. 

The  sacred  way,  which  was  elevated 


Fig.  II. — Lioness  in  terra-cotta,  found  at  Nippur. 
Ottoman  Museum,  Constantinople 
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Fig.  I 


-Relief  i 


-cotta  of  the  Greek  period,  found  at  Nippur.    Ottoman  Museum,  Constantinople 
(From  a  cast  in  the  University  Museum,  Philadelphia) 


above  the  ordinary  buildings  and  which 
led  from  the  temple  through  the  city 
across  the  river  to  the  temple  of  Nebo, 
was  enclosed  with  high  walls  for  defen- 
sive purposes.  They  were  over  twenty 
feet  in  thickness,  and  contained  towers 
that  projected  slightly  into  the  road. 
The  walls  of  the  towers  were  adorned 
with  rows  of  lions  advancing  to  the  left 
and  to  the  right.  These  were  con- 
structed in  low  relief  with  brilliantly 
enameled  tiles,  the  appearance  of 
which  must  have  been  most  impres- 
sive. 

The  towers  on  either  side  of  the 
Ishtar  gate  were  also  ornamented  in 
brick  relief.  Each  tower  contained  bulls 
and  dragons,  alternating  and  one  di- 
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rectly  above  the  other.  The  bricks  used 
with  their  sides  enameled,  were  about 
thirteen  and  a  half  inches  square. 
Courses  of  half  brick  were  used  for 
bounding  purposes,  but  the  surface,  or 
face  of  the  wall,  appeared  with  edges  of 
uniform  size.  Thirteen  courses  of  bricks 
were  required  for  the  figure,  and  there 
were  eleven  courses  between  the  ani- 
mals; the  whole  measuring  about  six 
and  a  half  feet. 

The  tiled  reliefs  of  the  Assyrians,  as 
well  as  of  the  Babylonians,  were  very 
low.  The  figures  of  the  former,  although 
not  any  higher,  rose  abruptly  above  the 
background  and  contained  flat  surfaces. 
The  figures  in  the  Babylonian  reliefs 
rise  gradually,  and  do  not  contain  flat 
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Fig.  I3.~-The  bull  (rAnu)  in  brick  relier,  rrom  the  Uhtar  Gate,  Babylon.    Time  of  Nebuchadnezzar 
(From  Koldewey,  Das  witdtr-enlehetidt  Babylon) 


surfaces.  Even  the  bases  on  which  the 
lions  walk  are  not  raised. 

The  bricks,  which  were  used  to  make 
up  the  reliefs  after  being  moulded, 
Koldewey  thinks,  were  burned  as  ordi- 
nary brick,  after  which  the  contours  of 
the  animals  were  drawn  with  black 
lines;  and  these  were  filled  in  with  color; 
after  which  they  were  fired.  The  black 
lines  fused  with  the  other  colors,  which 
left  a  brilliant  and  pleasing  eflfect.  The 
bricks  were  marked  with  signs  and 
numerals  to  facilitate  their  being  laid 
by  the  mason. 

The  bull  (Fig.  13)  taking  long  paces, 
with  muscles  tense  and  swelling,  carries 
himself  proudly.  His  horns,  only  one 
of  which  is  portrayed  because  of  his 
profile  attitude,  point  forward ;  his  neck 


is  curved  in  order  to  represent  strength ; 
and  his  nostrils  are  distended.  Some  of 
the  animals  are  enameled,  but  most  of 
them  are  in  plain  terra-cotta.  The  bull 
was  the  emblem  of  Adad. 

The  dragon  (Fig.  14)  does  not  appear 
in  early  Babylonian  art.  The  conflict 
of  the  god  of  light,  Marduk,  also  called 
Bgl,  and  the  primaeval  monster,  Tiamat, 
the  representative  of  darkness  and  dis- 
order, appearing  as  the  dragon,  is  a 
theme  which  underlies  much  of  the  art 
of  Assyria.  It  was  brought  into  Assyria 
from  the  west,  and  in  the  late  Babylo- 
nian period  was  introduced  into  the 
art  of  Babylonia.  The  fabulous  mon- 
ster was  a  quadruped.  It  had  a  forked 
tongue  like  a  serpent,  and  was  horned 
like  a  viper.    Only  one  of  its  horns, 
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—Dragon  (sirrush)  in  brick  relief,  from  the  Uhtar  Gate,  Babylon.  Time  of  Nebuchadnezzar 
(From  Koldewey,  Das  vitder-ertuhende  Babyhn) 


which  Stood  erect,  is  visible.  Behind 
the  horns  are  seen  spiral  combs,  which 
have  been  likened  unto  those  on  the 
head  of  the  Chinese  dragon.  The  body 
of  this  grotesque  animal  is  covered  with 
scales.  The  fore-legs  are  those  of  some 
feline  animal,  while  the  hinder  are  of  a 
bird  with  powerful  talons  and  horny 
scales.  The  wriggling  tail  ends  in  what 
may  be  a  scorpion's  sting.  At  Nippur 
there  was  an  interesting  relief  found  of 
the  same  motif  (see  Fig.  15). 

In  form,  the  figures  of  the  lions 
(Fig.  16),  which  strode  along  the  highway 
victoriously,  were  true  to  nature,  but 
idealized.  As  regards  the  coloring,  we 
cannot  well  agree  with  Ctesias,  who,  in 
describing  these  reliefs  which  he  saw 
in  his  visit  to  Babylon,  said,  "One  saw 


there  every  kind  of  an  animal  whose 
images  were  impressed  on  brick  while 
still  unburnt.  These  figures  imitated 
nature  by  the  use  of  color."  Some  were 
white  with  yellow  manes,  and  others 
yellow  with  green  manes.  The  ground 
is  either  light  or  dark  blue.  The  plinth 
was  decorated  with  rows  of  white  ros- 
ettes, having  yellow  centers.  It  is 
assumed  that  each  tower,  referred  to 
above,  contained  two  figures  of  lions. 
On  the  edge  of  these  towers  there  were 
black  and  white  lines  which  formed 
panels.  The  whole  effect  must  have 
been  impressive. 

The  lion  in  Babylonian  and  Assyrian 
art  was  the  emblem  of  the  goddess 
Ishtar.  She  is  frequently  depicted 
standing  on  two  lions,  or  with  one  foot 
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t'lti.  I,S. — Ti'rru-cotta  rrlk-f  ot  the  dragon,  (ound  at 
Nippur,  its  present  location  ia  unknown.  (From 
CUiy,  Litkl  oh  Ikt  Old  Ttslamtat  from  Babrl.) 

resting  on  a  crouching  lion,  or  sitting 
on  a  scat  ornamented  with  lions.  The 
lion,  however,  figures  prominently  in 
the  art  of  all  periods. 

In  limiting  this  discussion  of  the  art 
in  stone  that  has  been  found,  which 
l)elongtxl  to  the  Akkadians  or  Semitic 
Babylonians,  only  a  few  noteworthy 


objects  need  to  be  considered,  since  most 
of  what  has  been  discovered  was  of 
Sumerian  origin.  In  time,  it  may  be 
determined  that  some  of  the  discoveries 
made  at  Bismya  and  other  sites  were 
of  Semitic  origin,  but  this  cannot  be 
proved  at  present. 

At  a  place  called  Pir  Hussein,  near 
Diarbekr,  a  fragment  of  a  sculptured 
stele  of  Naram-Sin,  king  of  Akkad,  was 
found  (see  Fig.  17).  The  king  is  rep- 
resented with  a  long  pointed  beard, 
and  wearing  a  conical -shaped  hat.  Na- 
bonidus  (555-539  B.C.),  the  last  neo- 
Babylonian  ruler,  informs  us  that 
Naram-Sin  lived  3,200  years  before  his 
time,  which  would  make  his  date  about 
3750  B.C.  Many  scholars  have  reduced 
this  date  a  thousand  years.  Recent 
discoveries,  it  should  be  said,  however, 
have  made  the  early  date  much  more 
tenable  than  before,  because  a  large 
part  of  the  gap  in  the  list  of  rulers  has 
been  filled  in. 

What  is  regarded  as  the  finest  piece 
of  sculpture  that  has  been  found  in  all 
the  ruin  hills  of  Babylonia,  is  the  vic- 


— TTk  IfciJ  virf.i*»)  in  brick  relief  (lom  the  pro«ssioo  street,  Bahylon.   Time  of  Ncbuchadneu^r 
^From  Kokle«Ty,  Das  tcif<if-rtsle^rnJe  B^yk-n) 
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—Basalt  relief  of  King  Narftm-Sin,  of  the  early  period,  found  at  Pir  Hue 
Diarbekr.     Imperial  Ottoman  Museum,  Constantinople 
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Fig.  t8.— Stele  of  Nartm-Sin,  in  the  Louvre.     (From  Bulle,  Der  schone  iSenich) 
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tory  stele  of  this  illustrious  character 
Nar^m-Sin,  known  as  the  son  of  Sargon. 
It  occupies  a  unique  place  in  the  history 
of  ancient  art.  It  was  found  at  Susa,  in 
Elam,  by  de  Morgan;  having  been  car- 
ried there  by  Shutruk-Nakhundi,  about 
iioo  B.C.,  who  almost  completely  ef- 
faced the  inscription  of  Narllm-Sin,  and 
had  his  own  cut  upon  the  peak.  The 
monument  (Fig.  i8)  is  now  in  the 
Louvre. 

The  stele  was  intended  to  commemo- 
rate a  notable  victory  which  he  achieved 
over  his  enemies.  The  king,  whose  fig- 
ure is  on  a  larger  scale  than  the  others, 
is  depicted  ascending  a  high  mountain, 
the  peak  of  which  reaches  unto  the 
stars.  Behind  the  king,  who  wears  a 
horned  helmet,  and  is  armed  with  bow 
and  arrow  and  battle-axe,  his  warriors- 
and  allies  with  spears  and  standards  are 
seen  ascending  the  mountain  through 
the  trees.  The  king's  foot  is  planted 
upon  the  breast  of  a  captive.  Another, 
crouching  before  him,  is  endeavoring 
to  withdraw  an  arrow  which  has 
pierced  his  throat;  and  a  third  is  repre- 
sented suing  for  mercy. 

In  his  delineation  of  the  scene,  the 
sculptor  has  given  his  fancy  free  play, 
and  has  attempted  a  naturalistic  treat- 
ment in  which  he  has  succeeded  in  pro- 
ducing a  remarkable  piece  of  work,  full 
of  animation,  a  creation  that  stands  in 
a  class  by  itself,  and  a  very  striking  con- 
trast to  the  highly  conventionalized 
sculptures  before  and  after  his  time. 
If  this  is  a  relic  of  an  active  school  of 
this  era,  excavations  at  such  sites  as 
Kish  and  Akkad  may  reveal  many  ad- 
ditional specimens.  A  statue  of  King 
Manishtusu,  belonging  to  the  same 
period,  has  been  found,  but  it  is  so 
much  defaced  that  little  can  be  said 
about  it. 

The  basalt  stele,  now  in  the  Louvre, 
known  as  the  Code  of  Hammurabi,  per- 
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haps  the  most  important  monument  dis- 
covered since  the  Rosetta  stone,  bears 
an  interesting  relief  (Fig.  19).  It  was 
also  discovered  in  Elam.  This  famous 
king  of  Babylon,  known  to  biblical 
students  as  Amraphel,  the  contempo- 
rary of  Abraham,  is  depicted,  with  his 
right  arm  bared  and  raised,  standing  in 
reverent  obedience  before  the  sun-god 
Shamash;  thus  represented  in  the  act 
of  receiving  the  laws  from  the  god.  He 
wears  upon  his  head  a  cap,  and  is 
clothed  in  a  long  tunic.  His  beard  is 
artificially  plaited.  The  deity  wears  the 
divine  tiara  with  horns,  and  has  in  his 
right  hand  the  rod  and  ring,  emblem- 
atic of  dominion  and  sovereignty.  His 
feet  are  resting  upon  the  conventional- 
ized mountain,  so  frequently  seen  in 
the  seal  cylinder  scenes  of  that  deity. 
Beneath  the  bas-relief  is  engraved  about 
4,000  lines  of  cuneiform  text,  running 
belt-wise  around  the  inscription,  which 
contains  a  prologue  followed  by  two 
hundred  and  eighty-two  laws  and  an 
epilogue. 

In  the  British  Museum  also  is  to  be 
found  a  limestone  slab  with  a  votive 
inscription  dedicated  to  a  goddess  by 
a  high  official  for  the  life  of  Hammu- 
rabi. There  is  on  it,  in  relief,  a  bearded 
portrait  of  the  king  (Fig.  20). 

During  the  foreign  rule  of  the  Cas- 
sites  over  Babylonia,  a  custom  was  in- 
troduced of  setting  up  a  stone  on  a 
field,  which  was  known  as  a  kudurru, 
frequently  called  a  boundary-stone.  An 
irregular  block  of  stone,  twenty  to 
twenty-five  inches  high,  was  used,  up>on 
which  was  inscribed  the  record  of  a 
royal  grant,  or  perhaps  the  confirma- 
tion of  such  a  grant  which  was  in  dis- 
pute. Usually  the  top,  and  in  some 
instances  one  or  more  of  the  sides,  are 
sculptured  with  symbols  of  the  gods. 
They  were  the  symbols  of  the  gods  men- 
tioned in  the  inscription,  particularly 
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FlC.  19. — The  upper  part  of  the  Code  of  Hammurabi   (about  3100  B.C.).    The  king,  known  in  the  Old 

Testament  aa  Amraphel,  is  depicted  standing  before  the  sun-god  Shamash,  receiving  the  laws. 

In  the  Louvre.    (From  Scheil,  Deifgaliott  en  Perse  Memoirs,  Vol.  IV.) 
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Fig.  20.  —  Sculptured  portrait  of 
Hammurabi  in  limestone.  British 
Museum.  (From  Meyer,  Sumer- 
itr  und  Semittn  in  Babyhnien.) 


inthecurses 
which  are 
invoked 
against  any 
one  who  will 
interfere 
with  the  ku- 
durru.  Sym- 
bols of  the 
gods  played 
a  prominent 
part  in  the 
art  of  the 
Babylon- 
ians, as  well 
as  the  As- 
sy r  i  a  n  s  , 
Babylonian 
kud  urrus 
are  the  best 
source  for  the  study  of  their  symbolism 
(Figs.  21,  24). 

A  score  of  complete  stones  have  been 
found  besides  a  number  of  fragments  in 
Babylonia.  All  of  the  stones  are  to  be 
found  in  European  museums,  except 
one  which  had  been  found  by  the  expe- 
dition of  the  University  of  Pennsyl- 
vania, but  this  is  also  now  in  Europe, 
in  private  possession. 

At  Sippar,  there  was  found  in  a  terra- 
cotta coffer  a  stone  tablet  sculptured  to 
represent  the  sun-god  Shamash  in  his 
temple,  sitting  upon  a  throne  carved  with 
figures  of  mythical  beings  (Fig.  22) .  The 
god  with  his  horned  head-dress  holds 
in  his  hand  the  bar  and  ring  mentioned 
above.  Over  the  figure  appear,  on 
either  side  of  his  own  symbols,  that 
of  the  moon-god  Sin,  and  Ishtar.  Two 
divine  beings  are  represented  springing 
from  the  celestial  canopy.  They  hold 
ropes  that  support  the  altar  upon  which 
the  sun  disc  rests.  Taking  hold  of  the 
altar  and  leading  the  king,  Nabu-apal- 
iddin  (870  B.C.),  is  the  high  priest. 
The  king  is  followed  by  the  goddess 


Aja,  the  consort  of  Shamash.  The 
whole  scene  rests  upon  the  celestial 
ocean,  in  which  the  cardinal  points  are 
represented  by  four  discs.    The  label 


Fig.  al. — Kudurru,  or  boundary-stone,  of  King 
Nazi- Mar uttaah  (about  1350  B.C.),  in  the 
Louvre.  It  records  a  grant  of  several  tracts 
of  land  near  Babylon  to  the  god  Marduk. 
(From  de  Morgan,  DHfgaiion  en  Perse  Mem- 
oirs, Vol  I.) 
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—Memorial  Cablet  of  King  NabO-apal-iddln  (888-854  ^■^■).  recording 
-esloracion  of  the  sun-temple  at  Sippar.    British  Museum.    (From 
King,  Babylonian  Boundary  Slants  and  Memorial  Tabltti) 
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Fig.  33. — Boundary-stone  of  biblical  Merodach-batadan  (714  B.C.).  in  which  he  granted 

four  tracts  of  land  to  a  dignitary  of  Babylon.    Berlin  Museum. 

(From  Clay,  Liihl  on  the  Old  Teslamtnl  from  BabeD 
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Fig.  24. — Kudurru,  or  boundary-stune,  of  King 
Meli-Shipak  (about  1200  B.C.),  recording  3 
grant  of  land  to  his  son.    (From  de  Morgan, 

Delfgation  en  Perse  Memoirs.  Vol.  1.) 

over  the  figures  reads:  "Image  of  Sham- 
ash,  the  great  Lord,  who  dwells  in 
Ebabbara,  which  is  in  Sippar."    The 


inscription  in  the  shrine  reads:  "The 
head-dress  of  Shamash;  the  mushshi 
(ring  and  rod)  of  ditto  {i.e.,  Shamash)." 
Over  the  shrine,  referring  to  the  sym- 
bols, reads;  "Sin,  Shamash,  and  Ishtar 
are  placed  over  the  ocean  within  the 
sacred  oracle." 

The  inscription  gives  an  account  of 
his  restoration  of  Ebara,  the  temple  of 
the  sun-god.  He  relates  how  its  shrine 
had  been  stripped  of  its  ornaments,  and 
how  he  beautified  it  with  gold  and 
lapis-lazuli.  In  the  coffer  with  the 
tablet  were  found  two  terra-cotta  im- 
pressions of  the  relief  part  of  it,  that 
had  been  made  two  hundred  and  fifty 
years  later  by  Nabopolassar,  the  father 
of  Nebuchadnezzar.  The  tablet,  coffer, 
and  impressions  are  preserved  in  the 
British  Museum. 

The  chief  object  found  in  Babylonia 
belonging  to  the  first  millenium  B.C. 
is  the  kudurru  of  Merodach-baladan,  a 
character  well  known  from  the  monu- 
ments, as  well  as  the  Old  Testament, 
where  it  is  recorded  that  he  sent  an 
embassy  to  Jerusalem  to  confer  with 
Hezekiah,  during  the  reign  of  the 
Assyrian  king,  Sennacherib  (705-681 
B.C.).  The  kudurru,  which  is  now  in 
the  Berlin  Museum,  records  a  grant  of 
certain  lands  made  to  one  of  his  digni- 
taries. He  has  himself  depicted,  as  is 
usually  done,  larger  than  his  official. 
Both  hold  staffs  in  their  hands.  Over 
the  king  is  written;  "Picture  of  Mero- 
dach-baladan, King  of  Babylon."  On 
the  top  of  the  stele  the  symbols  of  the 
gods  are  seen  (Fig.  23). 

The  art  as  displayed  in  the  seal- 
cylinders  and  signets  of  Babylonia  will 
be  discussed  in  connection  with  a  study 
of  the  gems  of  Babylonia  and  Assyria. 
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THE  ART  OF  THE  SUMERIANS 
George  S.  Duncan 


THE  Sumerians  are  the  oldest 
known  people  who  have  left  writ- 
ten records.  As  they  appear  on 
the  stage  of  history,  they  occupy  the 
land  between  the  lower  Tigris  and  Eu- 
phrates, later  called  Babylonia.  Their 
oldest  inscription,  according  to  Pro- 
fessor A.  T.  Clay,  can  safely  be  dated 
not  later  than  5000  b.c.  The  begin- 
nings of  Sumerian  civilization  are,  how- 
ever, far  older  than  any  inscriptions. 
Dr.  S.  Langdon  says:  "We  may  not  be 
venturesome  if  we  believe  that  this 
people  who  call  themselves  'the  dark- 
headed  people,'  moved  into  lower  Meso- 
potamia before  6000  B.C.  It  is  ex- 
tremely probable  that  they  established 
the  first  organized  society  in  that  re- 
gion." The  country,  occupied  by  the 
Sumerians,  had  two  main  divisions, 
Sumer  in  the  south  and  Akkad  in  the 
north.  A  line  drawn  through  Nippur 
would  approximately  be  the  boundary 
between  those  two  parts  of  the  Sume- 
rian land.  It  is  generally  agreed  that 
the  Sumerians  were  neither  Semites 
nor  Indo-Europeans.     Probably   they 


—Inlaid  design  on  blue  atone  vase 
(Banks,  Bismya) 
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originally  came  from  some  mountain 
land  east  of  the  Euphrates  valley. 

Into  this  land  of  the  Sumerians  as 
early  as  4000  B.C.  there  came  at  dif- 
ferent   times   from    Syria   and    Arabia 


Fig.  a.— Scenes  of  worship.  Ur-Enlil  of 
Nippur.  (King,  j4  History  of  Sumer 
and  Akkad) 

waves  of  Semitic  immigrants.  These 
foreigners  would  be  lured  on  by  the 
fertility,  wealth,  and  culture  existing 
in  the  Sumerian  country.  These  new- 
comers, apparently  at  first,  settled  in 
Akkad,  gradually  conquered  the  Sume- 
rians and  took  over  their  civilization. 
It  is  customary  to  call  these  Semitic 
conquerors  Akkadians,  and  the  origi- 
nal non-Semitic  inhabitants  Sume- 
rians. By  about  2000  B.C.  the  land 
was  wholly  under  the  rule  of  the 
Semites. 

The  oldest  Sumerian  writing  was  pic- 
torial. Everyone  drew  a  picture  of  the 
object  or  idea  to  be  represented.  This 
would  encourage  art,  and,  no  doubt, 
these  early  pictures  often  had  real  ar- 
tistic  merit.    This   free-hand  drawing 
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In  the  ruins  of  Nippur  a  votive  tablet 
of  Ur-Enlil  (Fig.  2),  about  3000  B.C., 
was  discovered.  In  the  upper  half  the 
king  is  offering  a  libation  to  Enlil  the 
supreme  deity  of  Nippur  who  is  seated 
upon  a  throne.  The  king  is  naked,  for 
Sumerian  priests  wore  no  garments 
when  ministering  before  the  gods.  For 
symmetry  the  scene  is  repeated.  In  the 
lower  half  two  persons  are  driving  two 


Fig,  3. — Ur-Nina  of  Lagash  and  his  family 
(De  Sarzec.  Dicoiatrles  en  duOdie) 

gave  way,  in  time,  to  a  wedge  system 
of  writing,  called  cuneiform,  which  par- 
alyzed all  artistic  development. 

Among  the  fragments  found  in  the 
temple  dump  heap  at  Bismya  were  por- 
tions of  a  blue  stone  vase  (Fig.  l). 
It  probably  represents  a  royal  triumph- 
ant procession  on  a  mountain  side  with 
trees.  Two  musicians  are  playing  on 
stringed  instruments.  The  person  with 
the  feathered  cap,  behind  the  players, 
is  a  king  followed  by  his  two  sons.  The 
figures  are  engraved  and  inlaid  with 
lapis-lazuli  and  ivory.  Of  all  the  Sume- 
rian objects  discovered  at  Bismya  this 
is  probably  the  most  ancient.  It  prob- 
ably can  be  dated  about  3500  B.C. 


Fig.  4.~Seal  of  Hashhamer 
(Clay,  Ligia  tmtheOtd  TestameiU  from  Bobd) 


Fig.  5. — Archaic  Sumerian  statue 
(King,  Sttmer  and  Akkad) 
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goats  which  are  probably  to  be  oflfered 
to  Enlil.  The  tablet  has  a  hole  in  the 
middle  by  which  it  could  be  hung  on  a 
peg  in  the  temple.  It  is  made  of  clay 
hardened  by  the  admixture  of  sub- 
stances which  make  it  like  a  soft  stone. 
Another  religious  scene  in  bas-relief 
on  a  limestone  tablet  (Fig.  3),  was 
found  in  Lagash.  It  represents  Ur- 
Nina  about  2975  B.C.,  king  of  Lagash, 


Fig.  7.— King  Esar  of  Adab,    (Banka,  Bismya) 


Fig.  6. — Eatiy  Sumerian  si 
(Banks,  Bumya) 


and  his  family.  In  the  upper  row  the 
king  stands  before  his  daughter  and 
four  sons.  Their  hands  are  clasped  in 
the  usual  attitude  of  reverence.  The 
king  carries  on  his  head  a  workman's 
basket  with  earth  or  building  material 
for  the  construction  of  the  temple  of 
Nin-Girsu,  the  chief  god  of  Lagash. 
Behind  him  is  a  priest  with  libation 
vase  and  cup.  Below,  the  king  is  seated 
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Fig.  8. — Sumerian  portrait  heads 
(Heuzey,  Catalogue) 


on  his  throne,  holding  a  cup  containing 
a  libation  for  his  god  after  the  temple 
has  been  finished.  Behind  the  king  is 
a  priest  with  a  jar,  out  of  which  the 
libation  has  been  poured  into  the  cup 
held  by  the  king.  Before  him  stands 
an  official  and  three  sons.  The  king 
and  daughter  wear  the  characteristic 
flounced  skirts,  while  those  of  the  other 
figures  are  plain.  The  upper  part  of  the 
body  is  bare,  and  the  head  and  face  are 
shaved. 

Seals  were  very  common  among  the 
Sumerians.  They  were  made  of  a  great 
variety  of  materials,  but  the  most  com- 
mon was  hematite.  Seals  were  not  only 
used  as  a  means  of  identifying  property 
and  as  an  attest  to  a  legal  document, 
but  also  as  amulets  to  ward  off  evil  and 
bring  good  luck.  Hence  we  find  many 
religious  scenes  on  seals.  In  Figure  4 
is  the  impression  of  the  seal  of  Hash- 
hamer.  It  was  found  in  Ur  and  belongs 
to  the  reign  of  Ur-engur  about  2400 
B.C.  The  seated  figure  is  the  divinity 
of  Ur,  the  moon-god  Sin,  who  in  art 
is  pictured  as  an  old  man  with  flowing 
beard  with  the  moon's  crescent  as  his 
symbol.  Before  him  stands  his  consort, 
Ningal,  leading  a  worshipper,  perhaps 
the  king,  into  the  presence  of  the  god. 
Behind  the  worshipper  is  another  god- 
dess with  uplifted  hands.  The  throne 


is  an  artistic  piece  of  work.  One  of  its 
legs  is  carved  in  imitation  of  the  leg  of 
an  ox.  The  Sumerian  inscription  on  the 
seal  reads,  "Ur-engur,  the  mighty  hero, 
King  of  Ur,  Hashhamer,  governor  of 
Ishkun-Sin,  thy  servant." 

The  earliest  sculpture  in  the  round  is 
exceedingly  archaic  as  the  limestone 
statue  (Fig.  5)  shows.  The  sculptor 
has  shown  little  concern  for  any  part 
of  the  figure  except  the  face  which  is 
probably  the  portrait  of  some  Sumerian 
ruler.  The  neck  is  scarcely  indicated. 
The  arms  and  hands  are  but  slightly 
carved  and  remain  a  part  of  the  body, 
which  resembles  the  section  of  a  stone 
column.  The  feet  are  poorly  modeled. 
The  hollow  eyes  originally  had  lapis- 
lazuli  and  shell.  The  forehead  is  very 


Fig,  9. — Statue  of  a  womai 
(De  Sarzec,  Dicouetrtts  e. 
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low,  and  the  nose  large  and  powerful. 
The  mouth  is  broad.  An  abundance  of 
hair  falls  down  the  back.  There  is  a 
great  lack  of  proportion  in  the  statue 
which  probably  comes  from  a  period  as 
early  as  3500  B.C. 

The  limestone  statue  (Fig.  6),  from 
Lagash,  shows  great  advance  over  Fig- 
ure 5,  The  proportions  are  very  good. 
The  prominent  nose,  well -developed 
forehead,  and  high  cheeks  are  well 
carved.  The  mouth  and  chin  show  ar- 
tistic excellence.  The  well-formed  arms 
are  free  from  the  elbow.  A  plain  skirt 
covers  the  body  from  the  waist  to  the 
ankles.  The  feet  are  part  of  the  pedes- 
tal and  rather  stiff.  There  are  no  indi- 


FlC.  II. — Standing  Gudea 
(DeSarzcc,  Dkoiarerles  en  Ckaldfe) 


Fio.  10, — Sitting;  Gudca.   (Heuzey  et  Thurcau- 
Dangin.  Noutettts  FouiUes  dt  TeUo) 
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cations  of  muscles  and  the  dress  has  no 
folds.  This  statue  strikingly  resembles 
certain  Egyptain  wooden  statues.  It 
can  be  dated  about  3000  B.C. 

One  of  the  most  important  iinds  of 
Dr.  Banks  at  Bismya  was  a  white  mar- 
ble statue  of  King  Esar  (Fig.  7)..  It 
probably  belongs  to  about  2800  B.C., 
although  the  discoverer  puts  it  very 
much  earlier.  The  face  and  breast  are 
rather  badly  disfigured  by  a  growth  due 
to  saltpetre  in  the  soil.  The  statue 
shows  considerable  progress  over  pre- 
vious work  in  the  round.  The  old  king 
has  a  very  kindly  face.  The  eye  sockets 
are  hollow  and  were  probably  once  filled 
with  ivory.  The  finely  modeled  arms 
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Fig.  13. — Decroated  black  vase  of  clay 
(Banks,  Bitmya) 

are  more  free  from  the  body  than  in 
previous  statues.  As  is  so  common,  the 
body  is  nude  above  the  waist,  and  be- 
low it  is  clad  in  a  flounced  skirt.  The 
feet  are  imbedded  in  the  pedestal.  The 
toes  and  nails  are  remarkably  weli- 
carved.  An  inscription  on  the  right 
upper  shoulder  reads,  "Esar,  the  mighty 
king,  king  of  Adab." 

Still  further  progress  is  made  in  the 
heads  (Fig.  8)  from  Lagash  in  the 
time  of  Gudea  about  2450  B.C.  These 
are  probably  portraits  of  the  king's  offi- 
cials. They  give  an  admirable  idea  of 
the  Sumerian  type.  These  heads  were 
originally  colored,  for  traces  of  paint 
can  yet  be  found  on  some  of  them. 
From  the  same  period  comes  a  diorite 
statue  of  a  woman  (Fig.  9),  perhaps 
representing  the  ideal  of  Sumerian  fe- 
male beauty.  The  proportions  are  ad- 
mirable. The  wavy  hair,  parted  in  the 
middle,  is  held  by  a  fillet.  The  almond 
eyes  are  typically  Sumerian.  The  eye- 
brows meet  over  the  straight  nose.  The 
cheeks  and  chin  are  strongly  developed. 
The  mouth  is  charming  and  betrays  a 
laugh.  A  five-fold  necklace  encircles  the 
neck.  A  long  garment  with  beautiful 
fringe  fails  gracefullyover  the  shoulders. 
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Gudea  was  the  most  famous  of  all 
the  kings  of  Lagash.  Ten  diorite  statues 
of  his  have  been  found.  Some  are 
standing,  others  are  sitting.  Figure  10 
is  a  typical  sitting  statue.  The  propor- 
tion is  so  bad  that  Gudea  looks  like  a 
dwarf.  The  face  is  well  done  and  shows 
character.  The  wide-open  eyes  have 
heavy  eyebrows.  The  mouth,  cheek 
bones,  and  chin  are  admirably  modeled. 
It  is  the  most  human  head  in  Sumerian 
sculpture.  The  very  short  neck  seems 
to  have  been  a  Sumerian  characteristic. 
A  garment  with  fringe  hangs  over  the 
arms.  The  feet  are  quite  natural  and 
are  free  from  the  pedestal  and  back- 
ground. The  standing  Gudea  statues 
(Fig.  ir)  are  all  headless.  The  mus- 
cles of  shoulders  and  arms  are  extremely 
well  represented.  The  neck  and  breast 
are  very  natural.  The  folds  of  the  gar- 
ment are  fine.  The  feet  are  not  de- 
tached from  the  background.  All  the 
statues  have  very  beautifully  carved 
inscriptions. 

A  large  amount  of  Sumerian  pottery 


Fig.  14. — Goat  in  copper 
(Hilprecht,  Exploratums) 
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has  been  found.  Bismya,  thus  far,  has 
furnished  the  best  collection.  The  ob- 
jects diflfer  a  good  deal  in  shape  and 
size.  Some  are  of  great  artistic  merit. 
Figure  13  is  a  black  terra-cotta  vase 
decorated  with  dots,  circles,  and  squares. 
Besides  pottery,  very  many  vases  were 
found  made  of  various  kinds  of  stone. 
Some  of  the  forms  are  verj'  beautiful. 
The  finest  example  of  Sumerian  metal 
work  yet  found  is  pictured  in  Figure  12. 
It  is  a  silver  vase  of  Entemena,  king  of 
Lagash,  about  2850  B.C.  The  base, 
supported  by  four  lions'  feet,  is  of 
copper.  The  vase  is  twenty-eight  inches 
above  the  base  and  has  a  very  graceful 
shape.  The  engraving  is  very  fine.  The 
upp)er  row  represents  seven  heifers  in 
the  act  of  rising.  Around  the  middle 
are  engraved  four  human-headed  eagles, 
clutching  lions,  he-goats,  and  stags. 
The  eagle  and  lions  are  the  emblem  of 
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Lagash,  while  the  eagle  and  he-goats 
are  the  emblem  of  the  neighboring  city, 
Umma.  The  heifers,  he-goats,  and  stags 
are  particularly  well  done,  being  ex- 
tremely true  to  nature;  but  the  eagles 
and  lions  are  disappointing.  Perhaps 
the  emblem  of  Lagash  had  become  so 
fixed  that  the  engraver  had  to  repro- 
duce a  stereotyped  form.  An  especially 
fine  copper  goat's  head  (Fig.  14)  with 
crumpled  horns  was  found  in  Fara.  The 
eyes  are  made  of  shell  and  the  pupils 
are  colored  dark  brown.  It  probably 
belongs  to  the  period  of  Ur-Nina  about 
3000  B.C. 

The  art  objects  of  the  Sumerians, 
thus  far  discovered,  cover  the  period 
from  about  3500  B.C.  to  about  2500 
B.C.  This  would  be  about  the  time  in- 
cluded under  the  term  Early  Minoan. 
The  first  seven  Egyptian  dynasties 
flourished  during  this  period. 
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THE  CUNEIFORM  TABLETS  OF  CAPPADOCIA 
A.  H.  Sayce 


THE  University  Museum  at  Phila- 
delphia contains  a  number  of 
cuneiform  tablets  from  Cappa- 
docia,  partly  perfect,  partly  fragmen- 
tary, all  of  which  I  copied  last  summer 
through  the  kindness  of  the  director, 
Dr.  Gordon.  The  tablets  have  come 
from  an  ancient  site  three  miles  distant 
from  Kaisariyeh,  known  as  Kara  Eyuk, 
where  some  years  ago  excavations  were 
made  by  the  French  explorer,  M.  Chan- 
tre.  He  there  found  a  considerable 
quantity  of  pottery  of  a  peculiar  type, 
as  well  as  evidences  that  the  city  repre- 
sented by  the  ruins  has  been  over- 
whelmed by  a  sudden  catastrophe  and 
destroyed  by  fire.  A  portion  of  the  site 
is  known  to  the  Turks  as  Gyul  Tep^  or 
"Burnt  Mound,"  and  it  is  here  that 
lar^e  numbers  of  the  tablets  have  been 
discovered. 

Dr.  Pinches  first  drew  attention  to 
the  existence  of  Cappadocian  cuneiform 
tablets  in  1881.  He  had  noticed  in  the 
Louvre  a  tablet  in  a  peculiar  form  of 
cuneiform  script  and  apparently  also  in 
a  peculiar  language  of  which  another 
example  existed  in  the  British  Museum, 
and  as  both  were  stated  to  have  come 
from  the  neighborhood  of  Kaisariyeh, 
he  proposed  for  them  the  name  of 
"Cappadocian."  He  published  the  two 
tablets  with  an  attempt  at  translitera- 
tion in  the  Proceedings  of  the  Society 
of  Biblical  Archaeology.  Shortly  after- 
ward Prof,  (now  Sir)  William  Ram- 
say and  Sir  Charles  Wilson — at  that 
time  British  military  consul  at  Sivas — 
made  a  tour  of  exploration  through  Asia 
Minor  and  it  was  arranged  that  I  should 
join  them  in  Cilicia.  Unfortunately  I 
missed   the  steamer  to  Mersina,  and 
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had  to  content  myself  with  asking  Pro- 
fessor Ramsay  to  look  out  for  cuneiform 
tablets  in  the  bazaars  of  Kaisariyeh  and 
to  secure  all  that  he  came  across.  The 
result  was  the  purchase  of  several  more 
"Cappadocian"  tablets,  which  I  sub- 
sequently presented  to  the  British 
Museum. 

Our  knowledge  of  the  early  Babylo- 
nian script  was  at  that  time  very  im- 
perfect, and  the  number  of  Cappa- 
docian tablets  was  still  very  small.  It 
is  not  surprising,  therefore,  that  Dr. 
Pinches  and  myself  failed  to  Identify 
many  of  the  characters,  and  conse- 
quently to  read  the  texts  correctly. 
One,  indeed,  I  pointed  out,  was  in  As- 
syrian, or  at  all  events  contained  As- 
syrian words.  But  otherwise  the  texts 
seemed  to  be  in  an  unknown  tongue. 

So  things  remained  until  1889.  Mean- 
while Mr.  Gol^nischeff,  the  Russian 
Egyptologist,  had  secured  in  the  ba- 
zaars of  Constantinople  and  Cairo  a 
large  number  of  tablets  which  he  pub- 
lished afterward,  toward  the  end  of 
1889,  with  a  long  and  illuminating  in- 
troduction. Thanks  to  the  extent  of 
his  materials,  he  succeeded  in  identify- 
ing most  of  the  characters,  more  espe- 
cially the  crucial  p&n,  "in  presence  of," 
which  proved  that  the  majority  of  the 
tablets  must  be  contracts  and  the  like. 
He  had  been  good  enough  to  show  me 
his  materials  and  results  when  I  was 
in  Pctrograd  in  the  summer  of  1889, 
and  I  had,  accordingly,  the  pleasure  of 
announcing  the  successful  decipher- 
ment of  the  Cappadocian  texts  to  the 
Oriental  Congress  which  met  shortly 
afterward  at  Stockholm. 

Mr.  GolenischefT's  book  was  reviewed 
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by  Prof.  Fr,  Delitzsch,  who  corrected 
some  of  the  values  assigned  by  the 
Russian  scholar  to  the  characters, 
added  two  or  three  additional  ones,  and 
compiled  a  short  vocabulary  of  words 
and  names.  This  was  followed  by  my 
translation  of  several  of  the  texts  in  the 
new  series  of  "Records  of  the  Past," 
and  at  a  later  date  by  Dr.  Peiser's  trans- 
lations of  the  legal  texts  in  the  Keilin- 
sc'hriftliche  Bibliothek.  The  mystery 
of  the  Cappadocian  tablets  was  thus 
cleared  up,  and  a  new  class  of  cunei- 
form literature  added  to  the  Assyrio- 
logical  library.  Other  texts  have  since 
been  published  by  myself,  together  with 
translations  and  notes,  in  Babyloniaca, 
among  them  being  an  interesting  series 
of  which  Professor  Clay  was  kind 
enough  to  give  me  copies. 

The  language  of  the  tablets  is  an 
Assyrian  or  rather  Babylonian  dialect. 
It  is  possible  that  some  of  the  words 
used  in  it  may  have  been  borrowed  from 
the  "Hittite"  languages  of  Cappadocia, 
and  its  phonology  has  been  seriously 
affected  by  the  non-Semitic  languages 
by  which  it  was  surrounded.  Surds  and 
sonants  are  confused  together,  and  «  or 
w  tends  to  pass  into  i  or  y — a  phonetic 
change  which  reappears  in  Canaanitc 
after  its  contact  with  the  Hittite  lan- 
guage of  the  north.  Several  of  the  per- 
sonal names  certainly  are  Western 
Semitic,  that  is,  Amorite  or  Canaanite. 

The  age  of  the  tablets  can  now  be 
fixed,  and  turns  out  to  be  already  much 
earlier  than  had  been  at  first  suspected. 
The  proper  names  had  already  led  Pro- 
fessor Jensen  to  suggest  that  they  be- 
longed to  the  period  of  Khammurabt. 
We  now  know  that  they  really  charac- 
terize the  age  of  the  Third  Dynasty  of 
Ur  (B.C.  2400)  rather  than  that  of  the 
Amorite  dynasty  of  Khammurabi  (b.c. 
2100).  The  date  thus  indicated  by  the 
personal  names  has  been  confirmed  by 


more  explicit  evidence.  M.  Thureau- 
Dangin  has  found  in  one  of  the  tablets 
the  seal  of  a  king  of  the  Third  I>>'nasty 
of  Ur,  while  1  have  published  another 
which  bears  the  seal  of  the  two  high 
priests  of  Assur,  Sargon,  and  Ikununi. 

In  fact,  the  tablets  make  it  clear  that 
at  this  epoch  eastern  Asia  Minor  formed 
part  of  the  Babylonian  empire.  The 
mines  of  the  Taurus  were  worked  in 
the  interest  of  the  Babylonian  mer- 
chants. Most  of  the  tablets  are  occu- 
pied with  the  sale  or  purchase  or  trans- 
port of  silver,  lead,  and  copper,  which 
were  carried  through  the  valleys  of  the 
Euphrates  and  Tigris  to  the  Babylo- 
nian plain.  Bronze,  more  especially, 
seems  to  have  reached  Western  .Asia 
from  the  Cappadocian  marts.  Military- 
colonies  were  established  by  the  Bab- 
ylonian kings  along  the  chief  trade 
routes,  Kara  Eyuk,  or  Burus  as  it  was 
called,  being  one  of  the  most  impor- 
tant; another  was  Nineveh,  which  owed 
its  use  to  the  trade  that  gathered  round 
the  Temple  of  Istar. 

The  garrison  of  Burus  consisted 
mainly  of  Assyrians,  Assyria  being  at 
the  time  a  Babylonian  province;  hence 
it  was  that  the  Assyrian  five-day  week 
was  observed  there,  and  the  Assyrian 
custom  was  followed  of  dating  by 
eponyms.  But  the  bulk  of  the  popu- 
lation were  merchants  and  priests  en- 
gaged in  trade.  We  learn  from  the 
tablets  that  there  were  roads  through- 
out the  country,  along  which  the  post- 
man and  the  damgar,  or  "commercial 
traveler,"  made  his  way,  and  letters, 
both  public  and  private,  were  carried, 
some  of  which  have  come  down  to  us. 
Even  a  species  of  cheque  had  been  de- 
vised, a  duly  signed  tablet  guarantee- 
ing the  payment  of  the  sum  of  money 
named  upon  it.  In  this  way  large  sums 
could  be  transferred  from  one  place  to 
another. 
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It  was  through  these  colonies,  partly 
military,  partly  commercial,  that  Bab- 
ylonian culture  came  to  be  introduced 
into  Asia  Minor,  and  from  Asia  Minor 
passed  eventually  to  the  West.  The 
odd  nature-worship  was  overlaid  by 
the  anthropomorphic  religion  of  Bab- 
ylonia, and  the  cuneiform  system  of 
writing  replaced  the  native  pictographic 
script.  The  discovery  of  the  date  of  the 
Kara  Eyuk  tablets  is  important  ar- 
chaeologicaily,  as  it  fixes  the  age  of  the 
pottery  found  on  the  site,  and  so  of 
similar  pottery  found  at  Nineveh  and 
elsewhere.  The  peasants  appear  to 
have  come  across  at  least  two  different 
libraries  or  collections  of  tablets  at 
Kara  Eyuk.  Each  of  them,  however, 
comes  from  the  site  of  a  temple  which 
took  the  place  of  a  bank.  Whether  the 
private  letters  are  derived  from  the 
same  source  is  at  present  doubtful;  it 
is  possible  that  they  have  been  found  in 
the  ruins  of  private  houses. 


In  the  spring  of  1914  a  find  of  no  less 
than  2,000  tablets  was  made  by  the 
natives.  Eight  hundred  of  the  tablets 
were  seized  by  the  Government  and,  it 
is  to  l>e  presumed,  were  sent  to  Con- 
stantinople. The  other  1,200  fell  into 
the  hands  of  the  dealers,  and  many  of 
them  reached  Paris,  where  some  of 
them  were  secured  by  myself,  while 
others  were  purchased  by  the  Ashmo- 
lean  Museum  and  Bodleian  Library  at 
0,\ford.  Others  again  were  sold  to  col- 
lectors in  Paris.  But  the  bulk  of  the 
tablets  remains  inacessible,  unac- 
counted for.  I  was  told  by  the  Arme- 
nian dealer  in  Paris,  through  whose 
hands  the  cuneiform  tablets  of  Ana- 
tolia have  usually  passed,  that  they  had 
gone  to  America;  since  I  have  been  in 
this  country,  however,  I  have  failed  to 
hear  anything  about  them.  Let  us  hope 
that  they  are  not  among  the  irreplace- 
able relics  of  the  past  which  have  been 
lost  to  civilization  through  the  war. 
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A  NET  CYLINDER  OF  ENTEMENA 
James  B.  Nies 


THE  Babylonian  cylinder  of  En- 
temena,  ruler  of  Lagash,  illus- 
trated in  this  number,  is  one  of 
the  rarest  antiquities  that  has  come  to 
light.  It  may  be  more  than  six  thou- 
sand, and  it  is  certainly  not  less  than 
four  thousand  six  hundred  and  fifty 
years  old.  It  consists  of  baked  clay,  is 
covered  on  the  sides  by  an  incised 
Sumerian  inscription  in  six  columns, 
and  at  one  end  by  a  net  in  relief.  It 
is  not  solid,  but  hollow,  and  this  led 
Professor  Sayce,  of  Oxford,  who  saw  it 
recently  when  visiting  the  writer,  to 
whose  collection  it  belongs,  to  suggest 
that  it  may  be  a  vase.  It  seems  more 
probable,  however,  it  was  meant  to 
represent  a  mace-head,  in  the  form 
of  a  closed  net,  conceived  as  inserted 
in  a  pillar  of  brick  erected  on  the  boun- 
dary between  Lagash  and  Umma,  two 
petty  principalities  of  Southern  Bab- 
ylonia, where  it  was  found  by  an  Arab 
just  prior  to  the  great  war  now  raging. 

This  object  was  probably  meant  to 
represent  a  divine  net,  used  by  the 
gods  to  envelop  and  destroy  their 
enemies,  around  which  was  written  the 
inscription,  recounting  various  conflicts 
and  peace  treaties  between  the  people 
of  the  god  Ningirsu  and  those  of  the 
god  Shara,  by  which  were  meant  the 
neighboring  cities  of  Lagash  and  Umma. 

For  proofs  of  the  above  statements 
and  further  details,  see  the  writer's 
article  in  the  Journal  of  the  American 
Oriental  Society,  Vol.  xxxvr,  1916,  pp. 
137-139- 

As  the  reader  will  be  curious  as  to 
the  contents  of  this  oldest  of  cylinders, 
the  following  translation,  somewhat 
freely  rendered,  is  added; 
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At  the  righteous  command  of  Enlil, 
king  of  lands  and  father  of  the  gods, 
Ningirsu  and  Shara  marked  ofT  a  boun- 
dary. At  the  command  of  Kasilim,  his 
god,  Mesilim,  the  king  of  Kish,  set  up 
a  stele  on  that  place.  Ush,  the  ruler  of 
Umma,  acted  arrogantly  and  broke  in 
pieces  that  boundary-stone  and  invaded 
the  plain  of  Lagash.  Ningirsu,  the 
warrior  of  Enlil,  by  his  righteous  com- 
mand, made  war  with  Umma.  By  the 
order  of  Enlil  he  cast  over  (the  army 
of  Umma)  a  great  covering  net  and 
heaped  up  mounds  of  the  dead  he 
erected  in  parts  of  that  field. 

Eannatum,  the  ruler  of  Lagash,  an- 
cestor of  Entemena,  ruler  of  Lagash, 
and  Enakaili,  ruler  of  Umma,  marked 
off  the  boundary  of  the  land,  a  canal 
that  ran  from  the  Great  River  to 
Guedin.  The  field  of  Ningirsu,  com- 
prising 33>^  BVR  of  land,  he  left  on 
the  side  of  Umma;  he  ordered  that  the 
royal  field  be  not  taken.  By  the  canal 
he  inscribed  a  stele.  The  stele  of  Me- 
silim to  its  place  he  returned.  "Into 
the  territory  of  Umma  he  did  not  go 
ravaging."  The  Imdubba  of  the  god 
Ningirsu,  the  Namnundakigarra,  the 
shrine  of  Enlil,  the  shrine  of  Ninkhar- 
sag,  the  shrine  of  Ningirsu,  the  shrine 
of  Utu,  he  built.  He  decreed  that  a 
tribute  of  food  be  imposed  upon  the 
men  of  Umma:  the  grain  of  the  goddess 
NinS  and  the  grain  of  the  god  Ningirsu 
to  be  one  ifearw.  One  hundred  and  forty- 
four  thousand  great  karu  (of  grain) 
were  entered  (into  Lagash).  He  ordered 
that  a  part  of  that  grain  be  not  left 
behind. 

Urlumma,  a  ruler  of  Umma  (years 
after),  let  flow  (out?)  the  water  of  the 
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boundary  canal  of  Ningirsu  and  of  the 
boundary  canal  of  Nin§..  He  cast  into 
the  fire  and  broke  up  the  steles.  The 
shrines  dedicated  to  the  gods,  where 
Namnundakigarra  had  been  built,  he 
destroyed.  He  pressed  forward  into  the 
lands  and  crossed  the"  boundary  canal 
of  Ningirsu. 

Enannatum,  ruler  of  Lagash,  (at  that 
time  in)  the  field  Ugigga,  (belonging  to) 
the  territory  of  Ningirsu,  gave  battle. 
Entemena,  the  beloved  son  of  Enanna- 
tum, conquered  (him).  Urlumma  fled 
and  in  the  midst  of  Umma  he  crushed 
him.  Sixty  of  his  soldiers  he  left  on 
the  bank  of  the  canal  Lummagirnunta. 
The  bones  of  those  soldiers  on  the  plain 
he  left.  Burial  mounds  in  five  places 
he  heaped  up.  At  that  time  Hi,  (who) 
was  accounting  priest  at  Ninni-esh, 
victoriously  marched  from  Girsu  to 
Umma.  Hi  usurped  the  rulership  over 
Umma.  From  the  boundary  canal  of 
Ningirsu,  the  boundary  canal  of  Nin&, 
the  Imdubba  of  Ningirsu,  the  Nam- 
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Entemena 


nundakigarra  of  Enlil,  of  Enki  and  of 
Ninkharsag,  he  let  flow  the  canal  water. 
Ten  karu  of  the  grain  of  Lagash  he 
gained  (as  spoil?). 

Entemena,  ruler  of  Lagash,  gave  a 
command  to  Hi,  whom  he  lifted  to  pros- 
perity; Hi,  the  ruler  of  Umma  in  the 
territory  of  Karkar,  who  had  spoken 
seditious  words  when  he  commanded 
him  to  cleanse  the  boundary  canal  of 
Ningirsu  and  the  boundary  canal  of 
Nini  from  Antasurra  to  the  temple  of 
Galdimabzu,  {and,  when)  he  ordered 
the  buildingsof  Enlil  and  of  Ninkharsag, 
he  refused. 

Entemena,  ruler  of  Lagash,  the  elect 
of  Ningirsu,  according  to  the  righteous 
word  of  Enlil,  according  to  the  righte- 
ous word  of  Ningirsu,  according  to  the 
righteous  word  of  Nina,  made  the  canal 
from  the  river  Tigris  to  the  Great  River. 
The  foundation  of  the  Namnundaki- 
garra he  built  of  stone  for  his  king  who 
loves  him,  Ningirsu,  and  for  his  queen 
who  loves  him,  Ninl,  he  restored  it. 

Entemena,  ruler  of  Lagash,  given  the 
sceptre  by  Enlil,  endowed  with  under- 
standing by  Enki,  chosen  by  the  heart 
of  Nina,  great  ruler  of  Ningirsu,  whom 
the  word  of  the  gods  enveloped.  His 
god  is  Dun  X.  May  this  stand  before 
Ningirsu  and  Nin^  for  the  life  of  Ente- 
mena unto  future  days. 

Should  the  people  of  Umma  cross 
the  boundary  canal  of  Ningirsu,  or  the 
boundary  canal  of  Nin^  to  the  right 
side,  to  plunder  the  territories,  whether 
it  be  the  people  of  Umma  or  the  people 
of  the  land,  may  Enlil  exterminate 
them.  The  great  covering  net  of  Nin- 
girsu surely  will  envelop  them.  May 
his  sublime  hand  and  his  sublime  foot 
act  from  on  high  and  the  warriors  of 
his  city  be  filled  with  power.  In  the 
midst  of  his  city  may  he  crush  them. 

Brooklyn,  N.  Y. 
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SITE  OF  ANCIENT  DELPHI 

(After  the  Picture  by  Jules  Cufrin) 

Here  ancient  Delphi  stood;. today 
There  winds  a  road  of  sober  gray 
Up  steep  Parnassus'  tawny  slopes. 
Where  once  a  mighty  nation's  hopes 
Hung  on  a  mystic's  whispered  words. 
On  fateful  flight  of  omened  birds, 
Or  heart  of  sacrificial  beast 
Slain  for  the  great  Apollo's  feast. 
Beside  the  Fount  Castalia, 
The  highroad  runs  to  Krissa  far, 
And  up  the  way  the  muleteers  come, 
Driving  their  laden  donkeys  home; 
There  where  the  road  begins  to  climb. 
Among  the  olives  goat-bells  chime. 

The  temples  stand  in  ruins  now 
Below  Parnassus'  craggy  brow; 
The  theatre  no  more  proclaims 
In  echoes  loud,  the  poets'  names. 
The  marble  columns,  fallen  low. 
In  softened  white  and  yellow  glow, 
While  farther  up  the  sunlit  hill 
The  red-gold  stadium  lies  still; 
And  o'er  this  glory,  lowly  lying 
Wheels  an  eagle,  crying,  crying. 

AGNES  KENDRICK  GRAY 
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THE  ARCHITECTURE  OF  THE  SPANISH  RENAIS' 
SANCE  IN  CALIFORNIA 

Rexford  Newcomb 


TRAVELERS  to  the  Pacific  Coast 
and  California  find  many  interest- 
ing sights  to  claim  their  attention. 
Nature  has  been  very  prodigal  in  her 
allotment  of  beauties  to  the  west  coast. 
Here  man  may  see  in  the  giant  Sequoias 
some  of  the  oldest  of  living  things.  Here 
lies  Yosemite  and  Crater  Lake,  the 
Golden  Gate,  great  mountains,  wonder- 
ful waterfalls,  trackless  deserts,  charm- 
ing bays  and  beaches.  Here,  too,  the 
western  winds  breathe,  throughout  the 
year,  a  genial  warmth  over  the  land 
forming  of  the  California  coast  a  coun- 
try that,  in  many  respects,  corresponds 
to  old  Spain,  the  climate  of  San  Fran- 
cisco, with  her  chill  winds  and  fog,  re- 
sembling that  of  Burgos,  white  the  cli- 
mate of  San  Diego  is  strikingly  reminis- 
cent of  that  of  Seville  and  Barcelona. 

It  was  into  this  wonderland  of  the 
Southwest  that  the  civilizing  agents  of 
that  older  Spain  spread,  and  by  its 
touch— so  short  it  was — our  own  land 
gains,  in  a  measure,  the  color  of  that 
proud,  romantic  race  from  the  south  of 
Europe,  a  people  which  in  its  national 
make-up  was  cosmopolitan  in  the  ex- 
treme. The  other  American  colonists 
were  from  the  north  and  west  of  Europe 
and  brought  with  them  the  strict  stand- 
ards of  morality  and  the  love  for  free- 
dom in  religion  and  government  that 
life  in  those  regions,  through  centuries, 
had  engendered .  The  yearnings  of  their 
hearts  are  typified  by  the  edifices  they 
built  in  New  England  and  along  the 
Atlantic  shore.  The  Spanish,  on  the 
other  hand,  brought  us  all  that  warmth 
of  color,  that  love  for  gold  and  leisure 
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and  pleasure  that  is  common  to  their 
race. 

There  is  romance  in  any  quest  and 
the  Spanish  came  out  on  a  quest,  the 
soldier  on  a  quest  for  gold  and  an  exten- 
sion of  the  dominion,  the  priest  on  a 
quest  for  souls  and  likewise,  an  exten- 
sion of  the  dominion — the  Dominion  of 
a  Higher  Lord  and  Monarch.  So  they 
came,  the  soldier  and  priest,  one  carry- 
ing the  swordj  the  other  the  Cross,  for 
with  the  Spanish  the  sword  and  the 
Cross  have  always  gone  hand  in  hand. 
It  should  be  said  that  the  results  of  the 
quest  of  the  soldier  have  long  ago  been 
forgotten  and  that  all  the  dominion  that 
he  added  to  the  crown  has  long  since 
passed  from  Spanish  hands,  while  the 
conquest  of  the  priest  will  never  be 
forgotten,  although  the  edifices  that  he 
reared  are  fast  crumbling  away. 

Through  the  glamour  that  time  has 
cast  over  these  early  quests,  they  seem 
very  glorious  to  us  now,  for  even  though 
the  Indians  of  the  California  coast  were 
not  difficult  to  subdue,  there  were  great 
privations  to  be  endured  in  the  over- 
coming of  the  Southwest  for  the  Cross, 
and  many  a  good  padre  gave  up  his  life 
that  the  Indian  might  know  Christ. 

But  the  quest  for  dominion  is  not 
ours  and  the  search  for  souls  is  not  ours. 
Rather  are  we  concerned  with  material 
things — with  the  edifices  that  these 
priests  reared  as  monuments  to  their 
God  and  as  homes  for  themselves  and 
the  charges  in  their  care.  And  even 
here  there  is  a  charm,  for  the  old  mis- 
sions standing,  as  they  do,  a  concrete 
expression  of  the  loving  devoticn  of 
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these  men  of  the  Cross  as  well  as  of  that 
passing  civilization  within  our  bounda- 
ries, must,  in  the  very  nature  of  things, 
be  exceedingly  interesting  and  lovely 
to  those  who  seek  the  romantic. 

San  Diego  de  Alcala,  near  the  present 
city  of  San  Diego,  was  the  first  mission 
to  be  established.  The  foundation  was 
made  in  July,  1769,  by  Father  Junipero 
Serra,  president  of  the  Missions  of  Alta 
(Upper)  California,  who  the  next  year 
founded  San  Carlos  Boromeo  on  Monte- 
rey Bay.  San  Diego  and  Monterey 
marked  the  boundaries  of  the  first 
Spanish  missionary  endeavors  in  Cali- 
fornia, and  the  intervening  territory 
was  filled  in  rapid  succession  with  simi- 
lar establishments.  It  is  said  that  it 
was  the  intention  to  have  the  missions 
located  a  day's  journey  apart  along  the 
coast  trail  called  "El  Camlno  Real" 
(The  Royal  Road),  and  seemingly  the 
road  was  divided  at  about  that  interval. 
In  all  there  were  twenty-one  missions 
proper,  together  with  several  assisten- 
tias  (contributing  chapels),  the  Presidio 
Church  at  Monterey  and  the  Plaza 
Church  in  Los  Angeles. 

In  order  intelligently  to  consider  the 
architecture  of  the  missions,  something 
of  the  purposes  for  which  they  were  de- 
signed, together  with  some  idea  of  by 
whom  they  were  designed  and  erected, 
will  be  necessary.  The  sole  purpose  of 
the  padres  was  to  Christianize  the 
Indian.  To  this  end  they  divided  the 
training  that  he  was  to  receive  into 
two  general  classes:  the  training  in  the 
various  occupations  and  crafts,  like  tan- 
ning, shoemaking,  blacksmithing,  car- 
pentry, and  farming,  and  the  book 
learning,  such  as  the  Spanish  language. 
Christian  doctrine,  and  singing.  Only 
two  priests  were  in  charge  at  any  one 
time,  one  superintending  the  manual 
labor,  the  other  caring  for  the  spiritual 
needs  of  the  Indians.  They  lived  in  the 
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mission,  together  with  the  servants  and 
workmen,  while  the  great  body  of  the 
Indians  lived  in  small  houses  around 
the  mission. 

The  daily  routine  at  any  one  of  the 
missions  was  something  as  follows:  At 
sunrise  the  Angelus  called  the  Indians 
to  assembly  in  the  chapel,  where  they 
were  required  to  attend  morning  prayers 
and  mass  and  received  religious  instruc- 
tion. After  mass,  breakfast  was  served, 
after  which  all  went  to  their  work.  At 
eleven  o'clock  dinner  was  eaten  and 
they  rested  until  2  p.m.,  when  work  was 
resumed  and  continued  until  an  hour 
before  sunset,  when  the  bell  was  again 
rung  for  the  Angelus.  After  prayers 
and  the  rosary,  the  evening  meal  was 
eaten  and  the  Indians  were  free  to  dance 
or  indulge  in  any  other  harmless  amuse- 
ment. 

Since  California  was  a  long  way  from 
civilized  Mexico,  the  first  outposts  being 
seven  weeks'  journey  from  San  Diego, 
it  was  diflficult  to  get  artisans  and  artists 
to  come  into  the  country,  hence  these 
buildings  were  reared  by  the  Indian 
workmen  directed  by  the  padres  them- 
selves, who  were  at  the  same  time  con- 
fessors, teachers,  farmers,  architects, 
and  superintendents  of  construction. 
In  some  cases  the  name  of  the  designer 
is  known,  thus  we  are  indebted  to 
Father  Antonio  Peyri  for  the  design  of 
San  Luis  Rey,  to  Father  Murgurio  for 
the  design  of  Santa  Clara,  Father  Zalvi- 
daea  for  work  at  San  Gabriel,  and  Father 
RipoU  for  much  of  the  work  at  Santa 
Barbara.  In  view  of  the  fact  that  these 
buildings  were  the  work  of  laymen — 
Franciscan  friars,  vowed  to  poverty,  to 
works  of  charity  and  celebacy — it  seems 
wonderful  that  such  charming  results 
should  have  been  obtained.  Of  course, 
the  style  is  Spanish  in  general  feeling, 
and  even  shows  a  tinge  of  the  Moorish, 
as  in  the  Tower  of  San  Carlos  (Carmel), 
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Fig.  3. — San  Luia  R«y  Minion,  tooking  toward  the  church  from  the  patio.   Putnam  and 
Valentine  photo 
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Fig.  3. — Ruined  Arches  of  the  Patio  of  San  Juan  Capistrano.   Putnam  and  Valentine^photo 


but  there  is  that  quality  in  it  after  all, 
injected  no  doubt  by  influence  of  cli- 
mate, materials,  and  workmen,  which 
makes  it  truly  and  purely  a  product  of 
the  land  of  its  inception. 

The  style  is  characterized  by  the  fol- 
lowing features:  patios,  with  fountain 
and  garden;  solid  and  massive  walls, 
piers,  and  buttresses;  arched  corridors; 
curved  and  stepped  gables ;  terraced  bell 
towers  with  dome  and  lantern;  pierced 
belfries;  broad,  undecorated  wall  sur- 
faces; wide,  overhanging  eaves;  low, 
sloping,  red  tile  roofs. 

The  i^atio,  with  fountain  and  garden, 
is  an  old  Spanish  feature  and  is  charac- 
teristic of  domestic  architecture  in  all 
warm  countries.  It  seems  particularly 
well  adapted  to  the  mission  layout 
(Fig.  4),  as  will  be  seen  if  the  practical 
considerations  to  be  met  are  reviewed. 
The  mission  establishment  required, 
first  of  all,  a  church,  then  priests'  quar- 
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ters,  shops  for  the  workmen,  servants' 
quarters,  quarters  for  soldiers,  young 
women  and  guests,  storehouses,  refec- 
tory, kitchen,  etc.  The  priest  must 
have  supervision  and  access  at  all  times 
and  the  establishment  must  be  capable 
of  protection  from  attack  by  hostile 
Indians.  Hence  we  see  that  an  arrange- 
ment around  an  enclosed  court  or  patio, 
into  which  all  hands  could  be  gathered 
in  time  of  trouble,  was  the  solution. 
This  is  the  plan  of  practicaliy  ail  of  the 
mission  establishments  that  had  any 
pretentions  at  all. 

Solid  and  massive  walls  were  used  in 
practically  all  of  the  buildings,  being  the 
direct  influence  of  the  constructive  ma- 
terials, which  were  adobe  or  unburned 
brick,  burned  brick,  and  the  poor  stone 
that  the  country  afforded.  The  piers 
were  usually  of  burned  brick,  capped 
with  simple  mouldings,  and  supported 
the  arches  of  the  cloisters  which  ran 
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Fig.  4.— Typical  M 


along  each  side  of  the  patio  and  often 
across  the  street  side  of  the  building. 
The  arches  were  usually  semi-circular, 
but  since  the  spacing  of  the  piers  was 
not  uniform,  the  variation  being  due, 
no  doubt,  to  the  fact  that  the  padre  in 
charge  paced  oflf  the  distances,  often 
they  were  elongated  into  elliptical 
shapes.  These  old  arches,  with  the 
charming  shadows  that  they  occasion 
in  this  land  of  pure  white  sunshine, 
form  one  of  the  most  delightful  fea- 
tures of  the  old  mission  buildings.  In 
their  ruined  state,  as  they  appear  at 
several  of  the  old  buildings,  they  are 
distinctly  reminiscent  of  the  ruined 
Roman  aqueducts  of  old  Spain  herself. 
See  Fig.  3. 

The  curved  pedimented  gables  are  a 
distinct  and  unique  feature  of  the  style 
(Fig.  5).  Details  of  similar  idea,  but  of 
inferior  design  (because  of  the  weakness 


and  indirectness  of  the  curve),  are  to  be 
found  in  Texan  and  Arizonan  colonial 
churches.  The  detail  has  no  exact  pre- 
cedent in  Spain,  although  gable  ends 
with  stepped  and  curved  transitions 
are  to  be  found  in  German  and  Flemish 
cities  of  the  same  period.  It  must  not 
be  concluded  that  there  is  any  very 
great  resemblance  between  these  Euro- 
pean gables  and  those  of  California.  It 
is  reasonable  to  think,  however,  that 
the  idea  of  this  detail  might  have  been 
brought  into  Spain  by  the  influx  of 
Flemish  and  German  architects  and  by 
this  means  transplanted  to  Mexico  and 
California.  The  idea  supplied,  it  be- 
came the  function  of  the  Spanish- 
American  builders  to  appropriate  it  to 
their  needs.  This  they  did,  with  the 
result  that  out  of  it  was  developed  a 
feature  so  entirely  different  as  to  serve 
in  characterizing  the  style  as  a  separate 
and  distinct  variant  of  the  Spanish 
Renaissance. 

The  terraced  belt  tower  (Figs.  5,  6)  is 
a  feature  found  in  many  of  the  churches 
in  what  is  now  the  United  States,  but 
the  variety  used  in  California  is  peculiar 
to  California  and  resembles  in  no  sense 
the  towers  of  Texas,  although  it  bears 
a  remote  resemblance  to  such  towers  as 
those  found  at  San  Xavier  del  Bac  in 
Arizona.  These  towers  vary  from  their 
Spanish  and  Mexican  prototypes  in  that 
they  are  extremely  massive,  simple  in 
detail,  and  usually  terminate  in  a  dome 
with  a  lantern.  There  were  a  number 
of  examples  of  this  feature  and  in  all 
the  characteristics  mentioned  predomi- 
nate. Of  an  entirely  difTerent  order  is 
the  tower  of  San  Carlos  (Carmel),  which 
by  virtue  of  its  egg-shaped  dome  has  a 
peculiar  Oriental  flavor  (Fig.  7). 

Another  feature  of  the  mission  style 
which  claims  the  attention  because  of 
its  design  possibilities  is  the  pierced  bel- 
fry, the  l>est  example  of  which  is  at 
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Fig.  5.— San  l.uis  Rey  Mis; 


charming  old  San  Gabriel  near  Los  An- 
geles {Fig.  i).  The  pierced  belfry  usu- 
ally consisted  of  a  thick  brick  wall, 
pierced  at  irregular  intervals  with  semi- 
circular and  segmental  arches,  built  to 
correspond  to  the  sizes  of  the  bells  to 
be  hung  in  them.  The  outline  of  the 
tower  was  a  series  of  steps  and  curves 
not  unlike  the  curved,  pedimented 
gable  ends.  The  design  is  entirely 
original  as  far  as  the  missions  of  Cali- 
fornia are  concerned,  but  the  idea,  like 
that  of  the  terraced  bell  tower,  is  to  be 
found  in  all  of  the  Spanish  colonies. 
The  examples  vary  greatly,  the  belfry  at 
Capistrano  serving,  at  once,  as  a  belfry 
and  garden  wall,  while  the  belfry  at  Pala 
is  free  standing  and  is  the  only  example 
of  this  usage. 

The  broad,   undecorated  wall  faces 
are  a  feature  of  practically  all  the  mis- 
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sions  north  of  Mexico,  and  even  in 
Mexico  the  walls,  except  the  facade  and 
the  space  around  the  doors  and  win- 
dows, are  undecorated.  This  idea  has 
its  precedent  in  the  Moorish  practice  of 
lavishing  the  decoration  upon  the  inte- 
rior, leaving  the  outer  surfaces  blank 
and  bare.  In  California  the  scarcity  of 
workmen  operated  to  further  curtail  the 
use  of  decoration,  especially  upon  the 
exteriors,  so  that  in  most  of  the  churches 
the  decoration  is  restricted  to  the  fagade 
of  the  chhrch.  The  writer  is  persuaded 
that  the  scarcity  of  workmen  operated 
in  favor  of  sound,  craftsmanlike  design, 
and  the  fact  that  overdecoration  and 
hence  degradation,  so  characteristic  of 
the  period  elsewhere,  was  impossible, 
led  to  a  much  saner  architecture  than 
would  have  otherwise  resulted. 

it  must  be  made  clear,  however,  that 
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Fig.  6. — Santa  Barbara  Mission.    Putnam  and  Valentine  photo 


decoration  as  something  to  be  applied 
can  never  make  architecture,  unless  the 
form  to  which  it  is  applied  is  first 
beautiful  and  appropriate.  Moreover, 
the  use  of  decoration,  except  as  it  be 
used  in  a  fashion  subservient  to  form 
and  structure,  is  debasing.  The  padres 
usually  showed  good  taste  in  this  re- 
spect on  the  exteriors  although  as  much 
cannot  be  said  of  the  interiors. 

The  wide -spreading  eaves  and  low, 
sloping,  red  tile  roofs  are  features  of 
California  architecture  that  seem  to 
have  come  from  the  domestic  struc- 
tures of  old  Spain.  The  churches  of 
Texas,  Mexico,  and  Arizona  do  not  have 
these  features  figuring  in  the  perspec- 
tive. These  two  features,  however,  are 
only  two  of  the  many  differences  be- 
tween the  California  colonial  and  the 
colonial  styles  in  other  Spanish  do- 
mains.   They  are  directly  traceable  to 


the  effect  of  climate,  the  heavy  rainfall 
being  read  in  the  well-constructed  roof, 
the  effect  of  bright  sunshine  being  told 
in  the  wide  overhang.  The  visible  red 
tile  roof  with  its  play  of  light  and  shade, 
its  note  of  color  and  the  heavy  band  of 
deep  shadow,  occiisioned  by  the  wide 
overhang,  constitutes  another  of  the 
lovable  features  that  endear  the  style 
to  the  observer. 

Aside  from  these  catalogued  charac- 
teristics of  the  style,  there  are  many 
little  touches  that  prove,  beyond  a 
doubt,  the  artistic  good  sense  as  well 
as  the  practical  judgment  of  these  friar 
craftsmen.  That  they  loved  architec- 
ture for  its  own  sake  is  perfectly  evident 
to  the  visitor  to  San  Juan  Capistrano, 
San  Gabriel,  Carmel,  or  San  Luis  Rey, 
(Fig.  2),  and  the  craftsmen  of  today  can 
learn  from  these  delightful  old  buildings 
many  a  good  lesson  in  the  use  of  simple 
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and  humble  materials.  The  missions 
are  unique  in  this  respect,  and  perhaps 
their  chief  charm  is  due  to  their  sim- 
plicity and  straightforwardness,  being, 
first  and  above  all,  structural  in  con- 
ception. That  the  old  friars  were  versa- 
tile will  be  made  plain  by  a  survey  of 
the  photographs,  for  diversity  of  design 
without  radical  departure  from  type  is 
a  striking  characteristic  of  mission  work. 
Of  course,  one  trained  in  the  classical 
school  is  likely  to  criticize  their  depar- 
tures from  the  well-established  classic 
proportions,  but  the  larger  truth,  the 
fact  that  the  fundamental  principles  of 
design  are  rarely  violated,  a  practice 
which  during  the  period  of  colonization 
was  the  rule  in  Spain,  should  be  kept  in 
mind.  Above  all,  the  padres  were  not 
slavish  in  their  worship  of  absolute 
forms,  on  account  of  their  supposed 
artistic  possibilities.  A  feature  had  to 
justify  its  excuse  with  them  before  it 
could  claim  a  place  in  the  structure. 
And  this,  after  all,  is  the  abiding  lesson 
of  the  style  today. 

The  presence  of  these  charming  old 
buildings  in  California  has  no  doubt 
largely  modified  architecture  in  the 
West.  In  fact,  a  great  deal  of  fine  work 


in  the  mission  style  has  already  been 
conceived  and  few  cities  of  prominence 
are  there  but  can  boast  several  good 
examples  of  the  style.  And,  more  and 
more,  it  will  come  to  be  recognized  as 
the  true  architectural  vernacular  of  this 
land  of  sunshine.  Although  it  harks 
back  to  old  Spain  and  has  many  ele- 
ments handed  down  to  Hispania  by 
Roman  builders,  it  is  nevertheless  a 
child  of  the  Southwest,  native,  indige- 
nous to  the  soil,  and  in  no  sense  an 
adaptation  from  the  old  world.  The 
style  has  been  used  in  some  eastern 
states  even  as  far  north  as  New  York, 
but  in  this  less  genial  climate  with  its 
frugal  vegetation,  its  lack  of  wide  vistas 
and  without  the  clear  atmosphere,  the 
vivid  sunshine  and  purple  shadows,  the 
far-flung  plains  and  distant  mountains, 
it  must  always  appear  exotic.  Broadly 
speaking,  the  style  is  appropriate  in  all 
those  states  which  were  at  one  time  or 
another  recognized  Spanish  domain. 
Here  the  Spanish  Renaissance  by  virtue 
of  historic  association,  geographic,  cli- 
matic, and  ethnic  significance  is  appro- 
priate and  suitable  for  many  modern 
buildings. 

Unhersitj  oj  Southern  California 


Fic.  7. — San  Carlos  (Carmel)  ^ 
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CURRENT  NOTES  AND  NEWS 

American  Fountains 

ONE  of  Rome's  many  names  is  "The  City  of  Fountains,"  and  all  travelers 
in  Euroi>e  remember  the  many  beautiful  fountains  seen  in  nearly  every  city. 
The  splendid  fountains  which  have  graced  our  own  recent  expositions  showed 
the  artistic  possibilities,  and  partially  as  a  result  of  them,  our  municipal  archi- 
tecture is  being  enriched.  Frank  Owen  Payne  wrote  not  long  ago  in  the  inter- 
national Studio  an  article  on  "Some  Noteworthy  American  Fountains,"  and 
there  he  mentions  the  white  marble  pulitzer  fountain  by  Karl  Bitter,  which  stands 
on  the  Plaza  in  New  York  across  59th  Street  from  the  St.  Gaudens'  Sherman. 
Philadelphia  also  boasts  of  its  Washington  Fountain,  a  quadruple  fountain  with 
four  cascades,  which  represent  the  Mississippi,  the  Hudson,  the  Delaware,  and 
the  Potomac  rivers.  The  Indian  aljove  each  cascade  and  the  bison,  moose,  steer, 
and  other  animals  which  guard  the  sides  of  the  four  cascades  are  most  excellent 
pieces  of  work.  No  one  who  comes  out  of  the  railway  station  in  the  national 
capital  can  pass  by  the  Columbus  Fountain  by  Lorado  Taft  without  being  struck 
by  the  beauty  of  the  design  and  the  lucidity  and  power  of  its  execution.  But 
Hartford,  Connecticut,  has  in  Bushnell  Park  a  fountain  made  by  J.  M.  Rhind 
which  has  successfully  defied  fountain  tradition.  The  heads  of  Connecticut  river 
valley  fauna  through  which  the  water  falls  into  a  great  circular  stone  basin  are 
but  part  of  the  local  materials  so  well  chosen  by  the  artist.  Above  the  large  basin 
a  group  of  Indian  maidens  stands  as  a  pedestal  to  the  smaller  basin  above,  which 
is  topped  by  a  rock  from  under  which  the  water  runs  and  on  top  of  which  stands 
a  hart  ready  to  ford  the  river  (Hartford).  Around  the  fountain  as  if  on  guard, 
are  four  splendid  bronze  American  Indians.  R.  v.  D.  M. 

The  Origin  of  the  Corinthian  Capital 

THEOPHILE  HOMOLLE  knows  enough  to  spoil  the  legend  told  by  Vitruvius 
about  the  artist  who  saw  the  acanthus  which  had  overgrown  the  basket  placed 
by  the  Corinthian  lady  before  the  tomb  of  her  little  daughter,  but  he  knows  too 
much  to  spoil  it  entirely,  for,  he  says,  "une  I^gende  ne  nait  pas  de  rien."  In  a 
recent  article  in  the  Revue  Arch^ologique,  M.  Homolle  has  illustrated  from  the 
vase  paintings  on  lecythi  many  designs  which  show  the  dead  sitting  or  standing 
before  a  grave  stele  or  pillar,  on  the  top  of  which  appear  acanthus  leaves  in  forms 
running  from  the  barest  outlines  through  realistic  representation  to  the  fullest 
conventional  design,  which  approximates  the  appearance  of  acroteria  on  temples. 
In  a  word  then,  acanthus  in  early  times  was  used  in  decoration  of  tombs,  then 
painted  on  funeral  vases  on  top  of  grave  steles.    This  was  understood  later  by 
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sculptors  as  part  of  the  ornament  of  the  grave  stele  or  column.  Advance  in  archi- 
tectural design  therefore  only  accentuated  the  harmony  between  popular  senti- 
ment and  artistic  creation.  But  why  was  the  architectural  capital  called  Corin- 
thian? Certainly  not  because  of  the  legend,  nor  because  the  early  Korintkia  selina 
of  Pindar  for  the  Nemean  crowns  was  probably  acanthus,  but  because  in  all  likeli- 
hood the  acanthus  capitals  were  first  cast  in  bronze,  and  bronze  was  best  cast  in 
Corinth.  r.  v.  d.  m. 

The  American  Indian 

THERE  has  never  been  a  chance  as  good  for  a  national  school  of  sculpture  as 
that  offered  to  American  artists  by  the  American  Indian.  Work  in  white  and 
colored  marble,  and  in  painted  marble,  will  perhaps  never  be  better  done  than  in 
Greece  and  in  Renaissance  Europe.  Basalt  made  up  well  into  Nubians  and  por- 
phyries and  alabasters  pleased  the  ancient  nouveaux-riches,  but  bronze  in  an- 
tiquity never  had  the  same  raison  d'etre  as  it  has  now  in  the  representation  of  the 
American  Indian.  A  number  of  American  sculptors  have  exhibited  of  late  years 
fine  pieces  of  statuary  Indian  bronzes,  and  it  is  good  news  that  American  sculptors 
are  making  Indians  a  tenet  of  their  creed.  R.  v.  D.  M. 

A  St.  Louis  Acquisition 

THE  City  Art  Museum  of  St.  Louis  fills  a  monthly  bulletin  with  accounts  of 
new  acquisitions,  and  a  good  specimen  of  the  French  impressionistic  school  is 
one  of  the  latest.  Edouard  Manet,  for  figures,  and  Claude  Monet  in  landscape,  are 
the  two  most  famed  of  the  impressionists.  The  St.  Louis  Art  Museum  acquired 
Monet's  Charing  Cross  Bridge  and  Manet's  The  Reader  in  1915.  The  new  pa:int- 
ing.  The  Louvre-Morning,  is  by  C.  Pissarro,  born  in  1830  at  St.  Thomas  in  the 
Antilles,  who  became  an  enthusiastic  follower  of  Manet.  This  canvas  was  painted 
in  iQoi  (two  years  before  Pissarro's  death),  and  is  a  view  of  the  Louvre  from  the 
Isle  de  la  Qhk.  over  the  rippling  Seine.  The  critics  unite  in  praise  of  the  artist's 
truthfulness  in  handling  the  prismatic  colors  of  an  early  Paris  morning. 

R.  v.  D.  M. 
Colleoni  in  Newark 

THE  year  after  America  was  discovered  by  Columbus  there  was  set  up  in 
Venice  an  equestrian  statue,  which  ranks  as  one  of  the  best  pieces  of  sculpture 
in  the  world.  Bartolomeo  Colleoni,  the  greatest  soldier  of  the  fifteenth  century, 
when  he  died  in  1475  left  his  fortune  to  the  city  of  Venice,  provided  a  statue  of 
himself  be  set  up  in  the  Piazza  di  San  Marco.  Donatello's  pupil  Verrocchio  was 
commissioned  to  design  and  carve  the  statue.  He  died  before  it  was  quite  finished, 
and  Leopardi  was  recalled  from  banishment  to  complete  it. 

The  American  sculptor,  J.  M.  Rhind,  suggested  that  a  copy  of  the  Colleoni 
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statue  would  be  a  fitting  memorial  for  the  two  hundred  and  fiftieth  anniversary 
of  the  city  of  Newark,  and  he  was  commissioned  to  execute  the  copy  by  a  generous 
donor,  Mr.  Christian  Feigenspan.  Newark  for  the  present  takes  the  place  of 
Venice  in  this  matter,  for  Verrocchio's  statue  is  hidden  in  piles  of  sand  bags. 

An  Old  Spanish  Cope  and  Chasuble 

NOTABLE  additions  to  the  textiles  in  the  City  Art  Museum  of  St.  Louis  are 
a  cope  and  chasuble  of  Spanish  work,  attributed  to  textile  workers  of  Toledo 
in  the  latter  part  of  the  fifteenth  century.  The  material  is  red  and  gold  brocade 
enriched  in  the  figure  of  the  pattern,  a  pomegranate  design,  with  gold  tinsel  in 
small  loops,  which  gives  a  shimmering  effect  to  the  large  repeating  pattern;  the 
open  spaces  revealing  the  ground  are  loosely  covered  with  gold-colored  silk  and 
gold  thread.  The  orphreys  of  both  cope  and  chasuble  are  in  polychrome  embroi- 
dery, with  borders  of  gold  thread  woven  over  cords  and  raised  patterns. 

"A  close  examination  shows  the  very  skillful  manner  in  which  the  weaver  and 
embroiderer  has  treated  his  colors  and  textures  in  the  figure  subjects,  using  the 
solid  ground  of  the  weave  for  his  flesh  color,  drawn  his  details  in  embroidery,  and 
by  a  loose  or  tight  weave  of  his  gold  thread  produced  the  difference  between  the 
brilliancy  of  the  hales  and  the  more  sparing  enrichment  of  the  draperies.  The 
pure  colors  of  the  garments  are  beautifully  toned  in  this  manner,  by  long  loose 
threads  or  short  stitches;  the  silks  in  unfading  dyes,  and  the  effect  that  of  delicate 
painting.  The  work  in  these  pieces  truly  merits  the  old  designation,  the  Flower, 
applied  to  the  band  of  ornament  down  the  front  and  back  of  the  chasuble. 

"The  subjects  on  the  orphrey  of  the  cope  are  The  Nativity,  the  Virgin  and  Child 
with  Angels,  The  Circumcision,  The  Adoration  of  the  Magi,  The  Visitation,  and 
The  Annunciation.  On  the  back  of  the  chasuble  The  Crucifixion,  The  Agony  in 
the  Garden,  and  the  Betrayal;  on  the  front.  The  Deposition  from  the  Cross,  and 
The  Resurrection.  On  the  Capuchon  or  hood  of  the  cope  the  subject  is  The 
Trinity." 

An  Important  ^yptian  Collection  for  the  Brooklyn  Museum  of  Art 

THE  Brooklyn  Museum  has  just  received  a  fine  collection  of  Egyptian  an- 
tiquities. This  is  to  be  known  as  the  Wilbour  Collection,  and  contains,  besides 
a  library  of  more  than  two  thousand  volumes,  several  important  statues  and 
heads  of  the  Dynastic  Period,  several  unique  e.\amples  of  pottery,  an  unusually 
large  bronze  Osiris,  a  large  battle-ax  of  iron,  and  many  potsherds  or  ostraka 
inscribed  with  demotic  inscriptions. 

Mr.  Wilbour  visited  Egypt  before  Maspero,  with  whom  he  was  later  ver>' 
intimate.  He  had  many  opportunities  in  his  yearly  visits  to  Egypt  to  collect 
antiquities;  and  the  Brooklyn  Museum  is  to  be  congratulated  on  having  received 
such  an  important  gift.  D.  M.  R. 
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Archaeolc^  and  the  Bible.  By  Geo^e  A. 
Barton, Ph.D.,LL.D.  475  pp..  text  and  indices; 
1 14  plates,  containing  306  pictures  and  9  maps. 
American  Sunday-School  Union,  Philadel- 
phia, Pa.   S2.25  postpaid. 

There  is  no  more  fascinating  subject 
for  the  biblical  student  than  that  of  the 
discovery  of  the  monuments  of  the  past. 
There  is  no  more  important  subject  for 
the  proper  understanding  of  the  Scrip- 
tures than  the  study  of  the  records  that 
confirm  and  illumine  the  Old  and  New 
Testaments.  For  more  than  a  century 
the  explorer  and  excavator  have  been 
opening  up  to  the  light  of  day  the  ruin 
hills  of  the  past,  which  have  brought 
us  face  to  face  with  records  of  con- 
temporaries of  Abraham,  Moses,  and 
Daniel.  It  is  by  the  help  of  these  in- 
scriptions that  the  old  Book  receives 
new  and  welcome  light;  and  in  securing 
Prof.  George  A.  Barton,  of  Bryn  Mawr 
College,  to  present  the  subject  to  the 
reading  public,  the  American  Sunday- 
School  Union  made  a  very  wise  selec- 
tion, for  no  scholar  is  better  able  to 
cover  the  whole  field  of  biblical  ar- 
chaeology. 

Part  I  of  this  magnificent  work  con- 
tains a  treatise  on  Bible  lands,  their 
exploration  and  the  resultant  light  on 
the  Bible  and  history.  The  archaeology, 
history,  and  civilization  of  Egypt,  Bab- 
ylonia, As.syria,  the  land  of  the  Hit- 
tites,  and  other  countries  with  which 
Israel  came  into  contact,  are  set  forth 
in  a  brief  but  masterly  manner.  Es- 
pecial attention  is  paid  to  Palestine — 
its  cities,  walls,  houses,  palaces,  gates, 
water-supply,  roads,  agriculture,  grana- 
ries, pottery,  money  weights,  measures, 
high  places,  etc.  In  short,  it  is  a  com- 
pend  on  the  life  and  customs  of  the 
Holy  Land.  One  who  reads  it  will  surely 
learn  much  about  Palestine. 


Part  II  contains  translations  of  the 
ancient  documents  which  confirm  or 
throw  new  light  upon  the  Bible.  Trans- 
lations of  the  Babylonian  and  Sume- 
rian  creation  and  deluge  stories  are 
given,  some  of  which  closely  resemble 
the  biblical  account.  The  inscriptions 
which  refer  to  the  supposed  Sabbath 
of  the  Babylonians  are  presented. 
Abraham  in  the  light  of  archaeology; 
the  Code  of  Hammurabi  and  the  Penta- 
teuch; the  light  thrown  by  the  monu- 
ments on  the  books  of  Kings  and  on 
the  Exile;  a  Babylonian  Job;  the  Bab- 
ylonian and  Egyptian  psalms;  the  par- 
allel to  the  Song  of  Songs;  the  reputed 
sayings  of  Jesus;  light  on  the  Acts  and 
Epistles,  etc.,  are  some  of  the  leading 
subjects  discussed  in  the  second  F>art 
of  this  important  work. 

In  presenting  this  material  the  ac- 
complished author  has  not  only  suc- 
ceeded in  placing  the  reader  in  posses- 
sion of  it,  but  he  has  given  an  intelligent 
view  of  the  bearing  of  the  discoveries 
upon  the  Old  and  New  Testaments. 
He  has  endeavored  to  present  the  facts 
impartially,  with  the  inferences  that 
are  drawn  by  important  groups  of 
scholars.  This  will  enable  the  student 
to  ascertain  what  a  latitude  of  opinion 
prevails  in  the  interpretation  of  the 
inscriptions. 

The  work,  besides  giving  the  most 
recent  results  of  biblical  archaeology, 
contains  all  the  cuneiform  parallels, 
translated  by  one  of  the  world's  fore- 
most Semitic  scholars.  It  is  a  notable 
addition  to  the  important  bibliography 
of  the  distinguished  author;  and  should 
be  in  the  hands  of  every  pastor,  teacher 
of  the  Bible,  and  student  of  history. 

ALBERT  T.  CLAY 
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Archaeological  Excavation.  By  J.  P.  Droop. 

Cambridge:  At  the  University   Press,   1915. 
Pp.  xii  +  80.   +!.  net. 

Archaeological  excavation  has  been 
going  on  for  more  than  forty  years,  and, 
while  many  sites  have  been  spoiled  and 
their  secrets  spilled,  indiscriminate  dig- 
ging has  passed.  Excavators  now  real- 
ize that  what  they  find  is  not  more  im- 
portant than  the  conditions  in  which 
the  discoveries  are  made.  Excavation 
is  no  longer  merely  for  the  adventurer 
but  should  be  strictly  scientific.  This 
little  book  by  Mr.  Droop,  who  has  had 
considerable  experience  in  the  excava- 
tions conducted  by  the  British  School 
at  Sparta  (where  in  the  eighth  and  early 
seventh  centuries  B.C.  art  is  now  known 
to  have  showed  as  fair  a  blossom  as  any- 
where else  in  Greece),  and  in  Thessaly 
and  elsewhere,  sets  forth  the  principles 
of  excavation,  laying  much  stress  on 
the  importance  of  stratification,  where 
such  exists,  on  knowledge  of  soils,  and 
constant  supervision.  An  excavation 
should  be  so  conducted  that  it  would 
be  possible  in  theory  to  build  up  the 
site  again  with  every  object  replaced 
exactly  in  its  original  position.  Mr. 
Droop  indulges  not  merely  in  common- 
sense  generalities  (Chapter  I),  but  gives 
particular  information  (Chapter  II)  on 
digging,  trial  trenches  (without  men- 
tion, however,  of  diagonal  trenching), 
dumping,  the  preservation  of  fragile 
objects,  taking  notes,  labeling  objects, 
site-choosing.  Chapter  111  deals  with 
the  qualifications  of  the  excavator.  He 
must  be  versatile  and  very  patient.  He 
should  have  good  judgment,  a  good 
style,  a  touch  of  imagination,  a  knowl- 
edge of  civil  engineering  and  surveying, 
of  drawing  and  photographing,  of  chem- 
istry and  archaeology.  He  should  be 
able  to  speak  the  language  of  his  work- 
men and  should  have  tact  and  social 
charm,  a  good  temper  but  a  stiff  jaw. 


The  chapter  ends  with  some  conceit, 
"Lastly  he  should  have  digested  this 
essay."  Chapter  IV  discusses  the  out- 
fit and  its  use  with  practical  hints  about 
the  dumpy  level,  about  first  aid  to  the 
finds  in  the  way  of  plaster  of  Paris  and 
paraffin  wax,  about  cleaning  and  mend- 
ing pottery,  and  about  photography. 
Chapter  V,  dealing  with  questions  of 
morality,  gives  ten  good  command- 
ments, and  Chapter  VI  discusses  the 
method  of  publication.  Chapter  VII 
spoils  the  charm  of  the  book,  which  is 
otherwise  written  in  a  bright  and  at- 
tractive style.  This  is  a  sarcastic,  rather 
personal  epilogue.  Mr.  Droop  thinks 
that  the  ordinary  male  cannot  stand 
the  close  companionship  that  a  mixed 
dig  causes.  "It  is  true  that  it  might 
also  be  a  source  of  matrimony,  but  that 
would  mean  a  temporary  end  to  the 
serious  work,"  Mr.  Droop  closes  his 
epilogue  with  his  main  objection  to  the 
presence  of  ladies  that  there  will  be 
moments  "when  you  want  to  say  just 
what  you  think  without  translation, 
which  before  ladies,  whatever  their  feel- 
ings about  it,  cannot  be  done."  In  con- 
trast to  this  are  the  systematic  and 
more  technical  appendices  on  the  use 
of  the  dumpy  level,  triangulation, 
graphic  publication,  the  causes  of  dis- 
honesty among  workmen,  and  archaeo- 
logical inferences. 

Despite  occasional  lapses  into  irrel- 
evant flippancy  and  some  conceit,  as 
when  Mr.  Droop  says  that  all  the  so- 
called  Cyrenaic  vases  were  made  in 
Laconia  ("the  fact  is  not  yet  univer- 
sally admitted,  but  they  were"),  this 
delightful  book  will  prove  entertaining 
as  well  as  instructive  to  the  would-be 
excavator  and  to  the  general  public, 
who  will  realize  from  it  the  many  diffi- 
culties of  a  scientific  excavation. 


I  124] 


.y  Google 


ART  AND  ARCHAEOLOGY 


Ancient  History.  By  Professor  Philip  Van 
Hess  Myers.  Ginn  and  Co.,  1916.  Pp.  xviii 
+  592-   $1-50. 

Professor  Philip  Van  Ness  Myers  has 
just  brought  out  a  second  revised  edi- 
tion of  his  Ancient  History.  His  outlines 
appeared  in  1882,  the  first  edition  of  his 
History  in  1888,  and  the  first  revision 
in  1904.  Now,  all  those  people  to  whom 
Myers  is  a  household  word,  and  they 
are  legion,  will  be  glad  to  know  that  a 
second  revised  edition  has  come  from 
the  press,  with  added  maps  and  plates, 
embodying  the  results  of  new  archaeo- 
logical discoveries  and  historical  re- 
search. The  book  is  illustrated  with 
sixteen  plates,  five  of  them  in  colors, 
twenty  colored  maps,  fifteen  sketch- 
maps,  and  203  woodcuts  taken  from 
photographs.  The  author  knows  the 
great  pedagogical  value  of  ancient 
things  in  their  entirety  rather  than  in 
their  ruins,  as  is  shown  by  the  number 
of  splendid  reconstructions  that  adorn 
many  pages  of  the  book.  At  the  end  of 
each  chapter  the  Topics  for  Class  Re- 
ports are  worthy  of  special  mention. 
The  suggested  subjects  are  not  so  many 
as  to  be  bewildering,  they  are  well 
chosen,  and  the  bibliography  is  excel- 
lent. 

Since  the  appearance  of  the  1904 
edition,  a  great  many  books  have  ap- 
peared which  have  brought  the  old 
Stone  Age  of  the  Mediterranean  coun- 
tries into  prominence,  and  have  made 
the  Cretans  and  the  Hittites  as  well 
known  as  the  Hellenes  and  the  Persians. 
The  results  of  the  discoveries  which 
have  bridged  over  two  gaps  in  historical 
continuity  have  been  examined  by  Pro- 
fessor Myers  and  the  interesting  and 
important  facts  explained  with  the  help 
of  pictorial  representations. 

It  is,  of  course,  taking  owls  to  Athens 
to  commend  Professor  Myers'  books. 

R.  V.  D.  MAGOFFIN 
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A  Descriptive  Catalogue  of  the  Pictures  in 
the  Jarves  Collection,  B^on^ng  to  Yale  Univer- 
sity. By  Osvald  Sir6n.  New  Haven:  Yale 
University  Press.   1916.   Pp.  xxiv+292.  $7.50 

Professor  Siren's  catalogue  of  the 
Jarves  Collection  of  paintings  in  Yale 
University  is  a  work  of  the  greatest 
importance  in  the  history  of  art  in 
America.  For  nearly  half  a  century 
Yale  has  harbored  perhaps  the  most 
important  collection  of  Italian  paint- 
ings in  the  United  States,  yet  it  was 
known  to  few,  and  visited  by  practi- 
cally none  but  experts.  From  1867  to 
1916  the  same  catalogue  was  used  and 
sold  by  the  Yale  Art  School,  and  was  so 
inaccurate  as  to  be  utterly  useless  to 
the  student.  Meanwhile  connoisseurs, 
both  American  and  European,  fre- 
quently studied  the  paintings  and  pub- 
lished articles  in  art  journals  which 
corrected  the  inaccuracies  of  the  cata- 
logue. It  is  a  matter  of  great  gratifi- 
cation to  every  American  student  of 
art  that  when  the  University  authori- 
ties woke  to  the  fact  that  a  new  cata- 
logue of  the  collection  was  necessary 
they  determined  to  make  one  which 
would  be  not  merely  a  catalogue  but  a 
monumental  piece  of  scholarship  as 
well.  They  could  have  found  no  abler 
scholar  for  the  task  than  Professor 
Sir6n. 

As  a  result  the  catalogue  will  not 
only  be  of  great  use  to  the  layman,  but 
will  have  to  be  studied  carefully  by  the 
expert.  Every  painting  of  importance 
in  the  collection  is  handsomely  repro- 
duced and  accompanied  by  a  full  text, 
including  a  brief  biography  of  the  artist 
and  an  excellent  bibliography.  The  en- 
cyclopsedic  information  of  the  author, 
as  well  as  his  extraordinary  visual  mem- 
ory, has  enabled  him  to  call  attention 
to  hundreds  of  works  in  European  and 
American  collections  which  throw  light 
on  the  paintings  at  Yale. 


.y  Google 


ART  AND  ARCHAEOLOGY 


If  anything  mars  the  book,  it  is  an 
attitude  of  dogmatism,  now  unfortu- 
nately almost  an  attribute  of  advanced 
Italian  art  criticism.  Thus  the  author 
asserts  (p.  7)  that  the  date  1221  on  the 
Madonna  by  Guido  da  Siena  in  the 
Palazzo  PubbHco  in  Siena  was  re- 
touched, and  the  original  date  was 
probably  1271.  The  statement  may  be 
true,  but  it  would  have  been  better  at 
least  to  have  mentioned  the  fact  that 
as  eminent  an  authority  as  Mr.  Langton 
Douglas  considers  the  date  and  signa- 
ture the  only  parts  of  the  work  untam- 
pered  with.  Similarly  the  flat  state- 
ment that  Simone  Martini  left  no  works 
in  Avignon  (p.  35),  merely  ignores  works 
at  Avignon  identified  by  Mr.  F.Mason- 
Perkins,  and  published  by  him  in  the 
Rassegna  d'Arte  Senese  (1Q08).  In 
another  passage  the  writer  states  that 
the  panels  representing  Miracles  of  San 
Bernardino,  in  the  gallery  at  Perugia, 
were  painted  by  Fiorenzo  di  Lorenzo, 
without  calling  attention  to  the  fact 
that  eminent  scholars,  among  them 
Professor  Venturi,  have  denied  Fio- 
renzo all  credit  in  the  creation  of  these 
works,  and  that  no  critic  of  any  weight 
has  attributed  to  Fiorenzo  more  than 
four  of  the  eight  panels.  It  is  very 
regrettable  that  the  greatest  modern 
critics  seem  to  feel  it  necessary  to 
assume  an  ex  cathedra  infallibility. 
The  assumption  is  discounted  by  the 
expert,  but  since  critics  frequently  dis- 
agree, it  brings  confusion  to  the  layman. 

There  are  a  few  inaccuracies  of  state- 
ment, for  example,  the  support  of 
Vasari's  contention  that  Luca  di 
Tomm6  was  a  pupil  of  Barna  Senese. 
Since  Vasari  says  that  Barna  was  killed 
at  an  early  age,  in  1381,  and  Luca  was 
a  master  in  the  Guild  of  St.  Luke  in 
135S1  the  former  could  hardly  have 
been  the  master  of  the  latter.  It  is 
interesting  to  note  that  the  author  sup- 


ports Mr.  Berenson  in  the  attribution 
of  the  Saint  Martin  to  Simone  Martini, 
a  painting  which  might  well  have  been 
given  a  later  date.  Professor  Sir^n  also 
follows  Mr.  Berenson  in  the  attribution 
of  the  Portrait  of  a  Lady,  in  fresco,  to 
Domenico  Ghiriandajo.  If  the  work  is 
an  original  of  the  Renaissance,  and  not 
a  later  imitation,  it  is  surely  by  Ghir- 
iandajo, but  can  hardly  have  been,  as 
the  author  suggests,  a  preparatory 
sketch  for  some  of  the  frescoes  in  Santa 
Maria  Novella.  The  Renaissance  artist 
did  not  make  finished  paintings  in 
fresco  in  preparation  for  details  of 
larger  frescoes. 

In  the  main,  however.  Professor 
Siren's  book  is  excellent.  Indeed,  one 
would  not  criticize  minor  details  so 
readily  if  the  work  as  a  whole  were  not 
so  authoritative.  Even  in  doubtful 
points  the  author's  opinion  must  be 
given  careful  consideration,  and  most 
of  his  statements  will  stand  for  all  time. 
Finally,  the  Yale  University  Press 
should  be  congratulated  on  one  more 
monumental  book  in  its  fast-growing 
list  of  art  publications. 

G.  H.  E. 

The  Mythology  of  All  Races.  Vol.I,Greekaiid 
Roman.  By  William  Sherwood  Poz.  Boston: 
Marshall  Jones  Co.,  1916.  Pp.  lxii+354-  Illus- 
trated. $6.00. 

This  is  the  first  of  a  series  of  thirteen 
volumes  edited  by  Louis  Herbert  Gray, 
who  is  well  known  to  students  of  relig- 
ion and  mythology  as  associate  editor 
of  Hastings'  "Encyclopjedia  of  Religion 
and  Ethics."  The  consulting  editor  is 
Professor  George  Foot  Moore,  of  Har- 
vard, who  says  that  this  is  one  of  the 
most  important  enterprises  of  this  age 
of  cooperative  scholarship. 

It  is  certainly  a  stupendous  task  to 
bring  together  in  one  series  the  myths 
of  all  the  world.  The  best  of  scholars 
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have  been  selected  to  write  the  various 
volumes,  and  the  publishers  are  invest- 
ing more  than  ?ioo,ooo,  printing  the 
volumes  in  beautiful  large  type  on  an 
ivory-tinted  paper  with  an  ivory  cameo 
paper  for  the  illustrations.  The  three 
volumes  which  have  appeared  are  of  a 
high  order  and  assure  success  to  the 
enterprise.  Volume  ix,  on  Oceanic  My- 
thology, was  reviewed  in  Art  and 
Archaeology,  Vol.  iv,  p.  346;  and 
Vol.  X,  on  North  American  Mythology, 
will  be  noticed  later. 

The  purpose  is  to  collect  the  myths 
in  such  a  manner  that  the  mythology  of 
each  race  is  seen  to  form  a  coherent  part 
of  mythology  as  a  whole.  The  facts  are 
presented  and  there  is  little,  if  any, 
theorizing;  so  that  the  work  differs 
much  from  Frazer's  Golden  Bough,  and 
will  be  more  useful  to  the  general  reader 
than  to  the  specialist.  The  first  volume 
on  Greek  and  Roman  mythology  should 
interest  our  readers,  not  only  for  its  con- 
tent, but  because  it  is  dedicated  to  the 
late  president  of  the  Archaeological 
Institute,  Professor  Wilson,  and  its 
frontispiece  is  a  photogravure  of  the 
marble  statue  of  Aphrodite,The  Mother, 
in  Toronto,  which  was  produced  in  Art 
AND  Archaeology,  Vol.  11,  p.  61. 

Professor  Fox  has  done  a  difficult 
task  systematically  and  exceedingly 
well,  and  although  there  are  countless 
books  on  classical  mythology,  students 
and  scholars  will  welcome  this  volume 
as  somewhat  different.  Professor  Fox 
tries  to  find  a  basis  of  fact  behind  the 
myths  and  to  interpret  them  as  vehi- 
cles of  religious  thought,  and  treats  the 
cults  and  myths  topographically  in 
part,  and,  as  far  as  I  know,  these  things 
have  been  done  by  Professor  Fox  better 
than  in  any  other  English  book  on 
Greek  and  Roman  mythology.  Profes- 
sor Fox  has  digested  the  enormous 
literature  on  the  subject,  including  such 
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recent  books  as  Cook's  encyclopaedic 
volume  on  Zeus.  After  the  prefaces  and 
an  introduction  discussing  the  sources, 
Part  I  deals  with  Myths  of  the  Begin- 
ning, The  Heroes,  and  The  Afterworld ; 
Myths  of  the  Peloponnesus  (Laconia 
and  Messene,  Argos,  Corinth);  Myths 
of  the  Northern  Mainland  (Boeotia, 
Euboea.  ^tolia) ;  Myths  of  Crete  and 
Attica.  Then  follow  chapters  on  Hera- 
cles, Theseus,  The  Voyage  of  the  Argo, 
The  Tale  of  Troy,  The  Afterworld. 
Part  H  is  devoted  to  the  Greek  Gods, 
ten  chapters  to  the  Greater  Gods  and 
four  chapters  to  the  Lesser  Gods.  Part 
HI,  on  the  Mythology  of  Ancient  Italy. 
has  only  twenty-one  pages,  showing 
how  much  more  important  Greek  myth- 
ology is  than  Roman,  although  we 
must  remember  that  gradually  most 
of  the  national  Greek  myths  became 
Roman  property  with  little  more  than 
a  change  of  names  and  local  identifi- 
cation. There  is  an  interesting  appen- 
dix on  survivals  of  ancient  Greek  divini- 
ties and  myths  in  Modern  Greece,  and 
a  similar  appendix  on  Etruscan  and 
Roman  survivals  in  Italy.  In  the  bibli- 
ography one  misses  only  a  few  titles. 

The  illustrations  are  well  chosen  and 
beautifully  reproduced.  They  include 
many  works  seldom,  if  ever,  pictured 
before  in  a  book  on  mythology,  such  as 
bronzes  in  New  York  and  Boston  and 
several  vase-paintings.  Unfortunately 
the  text  accompanying  the  numerous 
beautiful  illustrations,  especially  in  the 
case  of  vase-paintings  has  many  errors. 
Many  of  the  dates  are  wrong,  that  for 
plate  II  a  hundred  years  too  early.  The 
head  of  Hera  on  plate  vii  is  not  an  origi- 
nal marble  of  the  fifth  century  B.C.  The 
vase  reproduced  on  plate  viii  is  in 
Berlin,  not  Boston;  that  on  plate  XXVii 
dates  about  470  B.C.,  etc.  This  is  not 
the  place,  however,  to  enumerate  such 
errors.  D.  M.  R. 
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A  TREASURE-HOUSE  OF  GOLDEN  TALES  AND  FASCINATING  CONJECTURE 

THE  FIRST  EXHAUSTIVE  AND  AUTHORITATIVE  WORK  ON  THE  SUBJECT  IN  THE  ENGLISH  LANGUAGE 

MYTHOLOGY  of  all  races 

I'nder  the  Gereral  Editorship  of  Louis  Herbert  Gray,  M.A.,  Ph.D.,  late  Associate  Editor  of  Has- 
tings' Encyclop^ia  of  Religion  and  Ethics,  with  the  collaboration  of  a  group  of  distinguished  scholars 


THE  lover  of  the  beautifjl,  qjaint,  and  rare  in  book  illustration 
will  find  ihis  work  a  treasure-house.  Over  800  color  plates,  pkolo- 
groBurti,  half-tones,  attdline  pUUes,  from  original  sources.  The  binding, 
paper,  and  printing  represent  the  highest  art  of  the  bookmaker. 

Tap  Mythology,  the  well-spring  of  our  customs,  religion,  literature, 
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KEATS  AND  GIORGIONE'-A  PARALLEL 
Robert  E.  Burke 

"A  thing  of  beauty  is  a  joy  forever: 
Its  loveliness  increases;  it  will  never 
Pass  into  nothingness:  but  still  will  keep 
A  bower  quiet  for  us;  and  a  sleep 
Full  of  sweet  dreams  and  health  and  quiet  breathing." 


GIORGIONE  was  the  first  painter 
both  to  feel  and  to  openly  express 
his  feeling  that  a  thing  of  beauty 
is  a  joy  forever.  Keen,  sensuous  de- 
light in  the  color  and  chiaroscuro  of 
landscape  and  in  the  beauty  to  be  found 
in  men  and  women;  then  this  emotion, 
intensified  by  love  of  music,  finding 
expression  in  pictures  which,  in  turn, 
became  sources  of  aesthetic  and  emo- 
tional pleasure  to  all  who  have  ever 
looked  upon  them — such  was  the  nature 
of  Giorgione's  genius. 

In  all  but  one  of  his  finest  pictures 
Gibrgione  broke  absolutely  with  the 
tradition  that  painting,  portraits  ex- 
cepted, must  somehow  be  connected 
with  religion.  Benozzo  GozzoU,  Pin- 
turicchio,  Carpaccio,  and  Gentile  Bel- 
lini were  notable  rebels  against  this 
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same  tradition.  They,  like  Giorgione, 
felt  the  pictorial  possibilities  of  con- 
temporary life,  though  apparently  not 
so  responsive  to  the  beauty  of  land- 
scape. But  they  seldom  had  both  the 
opportunity  and  courage  to  make  the 
expression  of  this  feeling  their  sole  aim. 
Even  Gentile  Bellini's  The  Procession 
in  St.  Mark's  Square  centers  about  the 
monstrance  enshrining  the  Body  and 
Blood  of  Christ  in  the  consecrated  Host. 
It  was  very  natural  that  Venice, 
independent,  proud,  worldly;  enjoying 
pomp  and  pageantry  more  than  any 
other  Italian  city;  saturated  with  glori- 
ous natural  color  and  acted  upon  by  the 
sensuous  color  art  of  the  Orient,  should 
have  been  the  birthplace  of  romantic 
painting.  Aretino's  well-known  letter 
to  Titian  is  the  first  notable  expression 
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of  emotional  appreciation  of  nature  in 
literature.  This  letter  suggests  glow 
and  richness  of  light  and  color  only 
surpassed  in  Venetian  landscape  paint- 
ing. Giorgione's  The  Storm,  sometimes 
called  The  Painter's  Family,  and  The 
Venetian  Pastoral  express  passionate 
delight  in  nature's  moods,  in  kind,  like 
Aretino's,  but  even  more  intense.  These 
were  the  first  notable  pictures  in  which 
such  an  expression  was  the  prime  motif. 
In  them  and  in  The  Concert,  Giorgione 
freed  painting  from  illustration,  morals, 
and  religion  and  made  it  express  per- 
sonal emotion  through  pictorial  means. 

Most  of  us  have,  at  times,  been 
rather  taken  with  the  doctrine  of  the 
transmigration  of  souls.  Parallels  have 
occurred  to  us  which  seem  to  fit  into 
the  theory  so  plausibly.  To  me,  such  a 
case  is  the  likeness  between  Keats  and 
Giorgione.  Both  were  keen  to  enjoy 
life  to  the  full,  to  experience  at  first 
hand  all  the  sensuous  emotions.  Gior- 
gione, like  Keats,  "burst  Joy's  grape 
against  his  palate  fine."  Coupled  with 
this  zest  for  life,  both  had  the  poetic 
impulse — the  desire,  that  is,  to  pass 
this  joy  on  to  others.  Each  died  very 
early  in  his  career;  their  pictures  and 
poems  were  but  splendid  preludes  of 
even  better  things.  This  youthfulness 
goes  far  to  account  for  the  lack  of  deep 
spiritual  or  intellectual  qualities,  so 
often  felt  in  their  work. 

The  most  striking  feature  of  this 
parallel  between  Keats  and  Giorgione 
is  the  undercurrent  of  sadness  which  is 
felt  more  or  less  in  all  their  work,  some- 
times quite  openly,  as  in  The  Ode  on 
Melancholy,  and  The  Concert.  Except 
in  an  unusually  well-poised  tempera- 
ment, such  as  Raphael's,  a  feeling  of 
sadness  is  the  almost  inevitable  accom- 
paniment of  a  free  tasting  of  the  ecsta- 
sies offered  by  life  and  art;  for  sweet  to 
be  sweetest  the  bitter  must  be  held  in 


remembrance.  But  in  no  other  poets 
docs  this  sadness  form  such  an  integral 
part  of  their  expression  as  it  did  with 
Keats  and  Giorgione. 

I  have  said  that  Giorgione's  pictures 
are  independent  of  illustration  (story- 
telling), morals,  and  religion.  Yet  they 
do  not  represent  the  clear-cut  art  form, 
art  for  art's  sake.  Of  all  the  great 
Italian  painters,  Paul  Veronese,  in  such 
a  thing  as  The  Marriage  at  Cana,  came 
nearest  to  freeing  painting  from  every- 
thing except  visual  pleasure.  Giorgione 
fuses  theme  and  manner  in  a  single 
impression.  In  looking  at  The  Concert 
or  The  Venetian  Pastoral,  we  feel,  in  one 
case,  the  music  mood,  in  the  other,  the 
languid  drowsiness  of  a  midsummer 
afternoon.  But  these  moods  cannot  be 
separated  from  the  means  by  which 
they  are  suggested,  from  lovely  forms, 
rich  color,  and  subtle  effects  of  chiaro- 
scuro. Matter  and  manner  flow  to- 
gether in  one  mold  and  form  that  thing 
of  beauty  which  was  Giorgione's  aim 
and  is  always  a  joy  forever.  Thinking 
and  feeling  in  words  instead  of  pig- 
ments, Keats  worked  in  just  this  way. 
His  great  odes  are  mood  poems,  very 
subjective  and  romantic,  and,  like  Gior- 
gione's pictures,  they  tend  toward  that 
perfect  union  of  form  and  substance  to 
which  Pater  and  Symonds  believe  that 
all  art  should  aspire  but  which  only 
music  achieves. 

Many  comparisons  might  be  made 
between  the  ways  in  which  Giorgione 
and  Keats  looked  at  nature,  the  deli- 
cacy and  clearness  of  their  observation 
and  their  response  to  subtle  and  rich 
effects  of  color  and  chiaroscuro.  I  give 
only  one  instance,  from  The  Eve  of  St. 
Agnes.  After  reading  it,  call  to  mind 
the  armored  Liberale  in  the  Castle- 
franco  altar-piece,  or  the  lovely  little 
painting  of  a   man   in   armor  in   the 
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The  Concert,  by  Giorgjone,  in  the  Pitti  Palace,  Florence 


National  Gallery,  and  the  play  of  light 
and  color  in  The  Venetian  Pastoral. 

"A  casement  high  and  triple-arch'd  there  was. 
All  garlanded  with  carve n  imageries, 
Of  fruits  and  flowers  and  buncnes  of  knot-grass, 
And  diamonded  with  panes  of  quaint  device, 
Innumerable  of  stains  and  splendid  dyes. 
As  are  the  tiger-moth's  deep  damask'd  wings; 
And  in  the  midst,  'inong  thousand  heraldries. 
And  twilight  saints  and  dim  emblazonings, 
A  shielded  scutcheon  blush'd  with  hlood  of  queens 

and  kings. 
Full  on  this  casement  shone  ihe  wintry  moon. 
And  threw  warm  gules  on  Madeline's  fair  breast. 
As  down  she  knelt  for  Heaven's  grace  and  boon; 
Rose  bloom  fell  on  her  hands,  together  prest, 
And  on  her  silver  cross  soft  amethyst. 
And  on  her  hair  a  glory  like  a  saint." 

And  yet  it  is  not  so  much  in  his  use  of 
words,  particularly  color  words,  that 
Keats  is  like  Giorgione.  The  likeness  is 
the  more  fundamental  one  of  tempera-     Indiana  UnwersUy 
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ment  and  mood.  Compare  Giorgione's 
The  Venetian  Pastoral  with  The  Ode  on 
a  Grecian  Urn;  the  mood  is  the  same  in 
both;  the  same  sense  of  life  arrested  at 
a  moment  when  it  is  being  most  keenly 
enjoyed ;  the  same  beautiful  melancholy. 
With  Giorgione,  romanticism  as  most 
commonly  understood,  free  expression 
of  quite  personal  emotion,  one  of  the 
chief  ends  toward  which  the  Renais- 
sance had  been  striving  for  two  cen- 
turies, was  completely  and  beautifully 
realized.  In  English  literature,  more 
perfect  expressions  of  the  same  spirit 
are  to  be  found  in  Keats  than  in  the 
work  of  any  other  poet. 


.y  Google 


I. 
•8  S 


I! 


II 

I* 

is 
"< 

|i 

.S 


J 


,  Google 


The  Mausoleum  of  Halicarnassus.    Restoration  oF  Adier  (1899) 

THE  SEVEN  WONDERS  OF  THE  ANCIENT  WORLD 

V-THE  HFTH  WONDER 

THE  MAUSOLEUM  AT  HALICARNASSUS 

Edgar  J.  Banks 


IN  the  old  kingdom  of  Caria,  at  the 
head  of  the  Gulf  of  Cos,  where  the 
little  Turkish  town  of  Budrum  now 
stands,  was  the  city  of  Halicarnassus. 
In  very  early  times  migrating  Greeks 
had  settled  there  and  mingled  with  the 
Carians,  and  it  was  practically  a  Greek 
city.  There  the  illustrious  Herodotus 
was  born.  Mausolus  and  Artemisia,  his 
sister,  were  the  two  children  of  Heca- 
tomnus,  king  of  Caria.  History  tells 
us  that  they  were  both  endowed  with 
remarkable  beauty  and  wisdom,  and  so 
devoted  were  they  to  each  other,  that 
when  they  were  of  marriageable  age, 
they  became  husband  and  wife,  accord- 
ing to  the  custom  in  the  royal  family  of 
Caria.  Few  marriages  have  been  hap- 
pier than  that  of  this  brother  and  sister. 
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It  is  said  that  when  Mausolus  died,  the 
broken-hearted  Artemisia  cremated  the 
body  of  her  husband,  and  mixed  the 
ashes  with  the  wine  which  she  drank. 
It  was  in  the  year  377  B.C.  that  Heca- 
tomnus  died,  and  Mausolus  and  his 
sister-wife  came  to  the  throne,  and 
never  in  all  its  history  did  Caria  enjoy 
such  prosperity  as  during  their  reign. 
With  the  plea  that  the  city  walls  of 
Halicarnassus  should  be  enlarged  and 
made  worthy  of  the  capital  of  the  king- 
dom, Mausolus  extorted  vast  sums  of 
money  from  the  people.  However,  it 
was  rumored  about  that  he  used  the 
money  for  beautifying  the  city,  or  that 
he  secreted  it  for  himself,  and  that  later 
it  was  used  for  the  building  of  his  tomb; 
yet  when  he  died  In  the  year  353  B.C.  only 
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the  good  of  him  was  remembered.  It 
was  forgotten  that  he  was  extortionate. 

When  Artemisia  succeeded  Mausolus 
to  the  throne  her  one  great  thought  was 
to  honor  her  brother-husband.  It  was 
the  custom  of  the  kings  of  many  ancient 
lands  to  build  their  own  tombs,  and  it 
is  supposed  that  Mausolus  may  have 
planned  his  tomb  and  begun  its  con- 
struction, but  that  we  may  never  know. 
The  site  selected  for  it  was  at  the  head 
of  the  gulf,  upon  an  elevated  spot  in  the 
center  of  the  city,  between  the  temple 
of  Mars  and  the  market-place.  The 
most  renowned  architects,  Satyrus  and 
Pythius,  were  engaged.  The  sculptors 
were  Scopas,  Leochares,  Bryaxis,  and 
Timotheus,  all  rivals  for  the  first  place 
in  the  world  of  art.  Pythius,  the  archi- 
tect, sculptured  the  famous  chariot 
group  surmounting  the  tomb. 

For  only  two  years  did  Artemisia 
mourn  her  husband ;  in  351  B.C.  she  was 
buried  with  him.  With  the  death  of 
Artemisia  work  upon  the  tomb  was  not 
permitted  to  cease.  Each  of  the,  four 
sculptors  had  been  given  part  of  its  sides 
to  adorn,  and  each  eagerly  sought  to 
surpass  the  others  in  the  excellency  of 
his  workmanship.  When  the  funds  were 
exhausted,  the  work  became  a  labor  of 
love;  fame  would  be  their  reward.  It  is 
not  known  in  just  which  year  the  tomb 
was  completed,  yet  it  was  completed, 
and  all  who  saw  it,  marveled.  One  of 
the  tritest  of  the  ancient  descriptions  of 
it  was  when  Anaxagoras  saw  it  and  ex- 
claimed :  "How  much  money  is  changed 
into  stone." 

To  prepare  the  foundation  of  the 
tomb  the  architects  leveled  the  native 
rock,  digging  it  away  on  one  side  to  the 
depth  of  fifteen  feet.  The  foundation, 
laid  upon  this  rock,  measured  127  feet 
from  east  to  west,  and  108  from  north 
to  south.  Therefore  it  was  not  quite 
square.   The  greenish  stone  of  its  foun- 
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dation  was  quarried  in  the  vicinity,  and 
shaped  into  blocks  averaging  four  feet 
square  and  one  foot  in  thickness.  They 
were  held  together  with  iron  clamps. 
Through  the  foundation  wall  led  a  pas- 
sageway, lined  with  marble  slabs,  to 
the  sepulchral  chamber  within. 

Upon  the  foundation  stood  the  rec- 
tangular podium  or  basement  of  the 
tomb,  measuring  about  114  by  92  feet. 
It  also  was  built  of  green  stone  cased 
with  marble.  Groups  of  statuary  stood 
about  its  base,  and  the  bareness  of  the 
walls  was  relieved  with  sculptured  slabs. 
At  the  four  corners  were  stone  plat- 
forms with  equestrian  groups. 

Upon  the  podium  stood  the  pteron, 
or  the  enclosure  of  the  cella,  like  a 
square  stage  surrounded  with  thirty- 
six  fluted  columns  of  the  Ionic  order, 
thirty-three  Greek  feet  high,  and  placed 
ten  and  a  half  feet  apart.  Between  the 
columns  stood  marble  statues,  and 
above  them,  according  to  some,  extend- 
ing about  the  four  sides  of  the  building, 
was  the  wonderful  frieze  with  which 
the  greatest  artists  of  the  ancient  world 
sought  to  perpetuate  their  fame.  On 
one  side  was  sculptured  the  combat 
between  the  Greeks  and  the  Amazons. 
On  another  was  the  battle  of  the  cen- 
taurs. The  subjects  of  the  sculptures 
on  the  other  two  sides  are  no  longer 
certain.  Above  the  frieze  was  the  cor- 
nice, and  at  each  of  its  corners,  and  at 
intervals  along  its  sides,  were  sculptured 
lion's  heads.  According  to  other  scholars, 
there  were  distinct  friezes  on  different 
parts  of  the  building,  but  no  frieze  above 
the  columns. 

Next  came  the  pyramid,  measuring  at 
the  base  of  its  longer  side  about  108  feet. 
I  tstwenty-fourstepswere  built  of  marble 
slabs,  each  about  three  and  a  half  feet 
long  and  about  fifteen  inches  in  thick- 
ness. Grooves  with  thongs  to  fit  them, 
and  iron  clamps,  held  them  in  place. 
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Surmounting  the  pyramid  was  a  plat- 
form about  twenty-two  feet  long,  and 
about  seventeen  and  a  half  feet  in 
width,  to  support  the  famous  chariot 
group,  which  was  the  crowning  glory  of 
the  tomb.  Four  huge  horses,  twelve 
feet  in  length,  were  attached  to  the 
chariot  with  harnesses  of  bronze.  The 
wheels  of  the  chariot  were  seven  feet 
and  seven  inches  in  diameter,  and  the 
alternate  spaces  between  the  six  spokes 
were  closed  for  greater  strength.  Within 
the  chariot  probably  stood  the  large 
statue  of  King  Mausolus,  and  his  de- 
voted wife  Artemisia.  The  statue  of 
Mausolus  is  one  of  the  best  portrait 
statues  from  the  ancient  world.  It 
stands  nine  feet  and  ten  inches  in 
height;  the  statue  of  his  female  atten- 
dant is  nearly  fourteen  inches  shorter. 

Should  a  structure  of  marble  similar 
to  the  Mausoleum  be  erected  at  the 
present  time,  as  the  Scottish  Rite  Tem- 
ple in  Washington,  it  would  probably 
remain  one  great  mass  of  shining  white. 
But  the  ancient  sculptors  were  not  so 
easily  satisfied.  The  parts  of  the  statues 
representing  flesh  were  tinted.  The  eyes 
and  hair  were  of  their  natural  colors. 
The  clothing  was  of  brilliant  hues.  The 
lions  and  horses  were  painted.  The 
ground  for  the  sculptures  was  often 
blue,  and  the  mouldings  were  red.  Even 
the  white  marble  of  the  walls,  which 
was  left  unpainted,  was  toned  down 
with  a  coat  of  varnish  or  of  wax  to 
relieve  it  of  its  dazzling  glare. 

Our  knowledge  of  the  interior  is 
meager.  In  the  basement  was  the  sep- 
ulchral chamber  to  which  the  body  of 
the  king  was  taken  through  a  narrow 
passageway.  A  huge  stone  was  ar- 
ranged to  fall  into  place  after  the  burial, 
blocking  up  the  entrance.  From  the 
floor  above  the  chamber  the  view  up- 
ward revealed  tier  after  tier  of  columns 
and  galleries,  and  here  and  there  in  the 


semi-darkness  sculptured  reliefs  stood 
boldly  out.  There  was  such  an  effect 
of  lightness  about  the  Mausoleum  that 
the  report  persistently  went  about  that 
it  was  suspended  in  the  air. 

By  the  beginning  of  the  Christian 
era  Halicarnassus  was  nearly  deserted, 
and  the  Mausoleum,  still  standing,  was 
unguarded.  In  the  fourth  Christian 
century  Gregory  remarked  that  it  had 
not  been  plundered.  Constantine  of  the 
tenth  century  says  that  it  was  still 
standing,  and  even  in  the  twelfth  cen- 
tury a  traveler  writes  that  "It  was  and 
is  a  wonder."  Sometime  before  1402  a 
severe  earthquake  shook  the  Mauso- 
leum. The  chariot  group  at  the  top  was 
hurled  from  the  pedestal  far  to  the 
north,  and  buried.  With  it  fell  the 
statue  of  Mausolus,  breaking  it  into 
more  than  fifty  pieces.  The  statue  of 
Artemisia  fared  even  worse.  The  pyra- 
mid collapsed,  and  the  friezes  fell  amid 
the  ruins  and  were  broken.'  In  1402  the 
Knights  of  St.  John  of  Jerusalem  took 
Halicarnassus,  which  then  bore  the 
name  of  Mecy,  and  the  German  knight, 
Henry  Schlegelholt,  built  the  fortress  of 
St.  Peter,  which  is  still  standing.  The 
stones  for  the  castle  were  taken  from 
the  Mausoleum.  Its  sculptures  were 
converted  to,  lime  for  cement. 

In  1581  the  following  story  was  pub- 
lished at  Lyons: 

"In  1522,  when  the  knights  .... 
had  arrived  at  Mecy,  they  at  once  com- 
menced fortifying  the  castle,  and  look- 
ing about  for  stones  wherewith  to  make 
lime,  found  no  more  suitable  or  more 
easily  got  at  than  certain  steps  of  white 
marble  raised  in  the  form  of  a  terrace 
in  the  middle  of  a  level  field,  near  the 
port  which  had  formerly  been  the  Great 

Place  of  Halicarnassus They 

perceived  that  the  deeper  they  went 
the  more  the  structure  was  enlarged  at 
the  base,  supplying  them  not  only  with 
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Stone  for  making  lime,  but  also  for 
building." 

"After  four  or  five  days,  having  laid 
bare  a  great  space  one  afternoon,  they 
saw  an  opening  as  into  a  cellar.  Taking 
a  candle,  they  let  themselves  down 
through  this  opening,  and  found  that 
it  led  into  a  fine  large  square  apartment, 
ornamented  all  around  with  columns  of 
marble  with  their  bases,  capitals,  .... 
The  space  between  the  columns  was 
lined  with  slabs  and  marbles  of  different 
colors.  .  .  .  Having  first  admired  these 
works,  and  entertained  their  fancy  with 
the  singularity  of  the  sculpture,  they 
pulled  it  to  pieces,  and  broke  up  the 
whole  of  it,  applying  it  to  the  same 
purposes  as  the  rest." 

"Besides  this  apartment,  they  found 
afterward  a  very  low  door,  which  led 
into  another  apartment,  serving  as  an 
antechamber,  where  was  a  sepulchre 
with  its  vase  and  helmet  of  white  mar- 
ble, very  beautiful,  and  of  marvelous 
lustre.  This  sepulchre,  for  want  of 
time,  they  did  not  open,  the  retreat 
having  been  sounded.  The  day  after, 
when  they  returned,  they  found  the 
tomb  open,  and  the  earth  all  around 
strewn  with  fragments  of  cloth  of  gold. 


and  spangles  of  the  same  metal,  which 
made  them  suppose  that  the  pirates, 
who  hovered  along  the  coast,  having 
some  inkling  of  what  had  been  dis- 
covered, had  visited  the  place  during 
the  night,  and  had  removed  the  lid  of 
the  sepulchre.  It  is  supposed  that  they 
discovered  in  it  much  treasure." 

In  1846  Viscount  Stratford  de  Red- 
cliffe,  the  British  ambassador  to  Con- 
stantinople, sent  thirteen  sculptures  to 
the  British  Museum,  where  they  were 
pointed  out  as  all  that  remained  of  the 
famous  tomb.  On  the  first  day  of 
January,  1857,  Mr.  Charles  T.  Newton, 
began  the  work  of  excavation  for  the 
British  Museum.  Piece  by  piece,  all  of 
the  fragments  that  had  escaped  the 
hands  of  the  destructive  knights  were 
gathered  and  sent  to  the  British  Mu- 
seum. Each  piece  was  carefully  studied, 
and  at  last,  after  more  than  half  a  cen- 
tury, the  architect  may  draw  a  fairly 
accurate  picture  of  the  Mausoleum; 
and  it  is  in  the  British  Museum  that 
you  will  find  the  best  of  all  that  has 
survived  of  the  wonderful  monument — 
the  broken,  silent  witnesses  of  the  won- 
derful love  of  Queen  Artemisia  for  her 
brother-husband  Mausolus. 
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ANCIENT  BULL-FIGHTS 

Ella  Bourne 


THE  presence  in  ancient  civiliza- 
tion of  traits  which  are  much  like 
those  of  the  present-day  world 
may  give  to  the  man  who  is  in  search 
of  the  new  and  startling  only  an  im- 
pression of  monotony,  devoid  of  all 
interest.  To  the  student  of  ancient  life, 
however,  this  similarity  is  more  often 
significant  of  the  deep  truth  that  human 
nature  varies  but  little  during  the  ages, 
and  that  the  processes  of  evolution  are 
slow.  So  in  the  case  of  the  bull-fight,  a 
subject  suggested  to  me  by  Prof.  David 
M.  Robinson. 

The  fact  that  there  were  bull-games 
in  the  second  millennium  B.C.,  which 
are  vividly  recalled  by  the  modern 
Spanish  and  Mexican  bull-fights,  may 
not  indicate  any  direct  line  of  descent; 
it  may  only  emphasize  the  truth  that 
bulls  during  the  centuries  have  kept 
the  same  strength  and  the  same  capac- 
ity for  anger,  and  that  man  has  not 
failed  to  recognize  these  characteristics. 
The  prominence  of  the  bull  in  Myce- 
naean civilization  is  indicated  by  the 
number  of  large  bull's  heads  full  of  life 
and  power  which  have  been  found  in 
different  parts  of  the  Mycenaean  world. 
Added  to  these  larger  representations, 
done  in  different  materials,  such  as  silver 
(Fig.  i),  steatite  (Fig.  2),  and  plaster, 
are  almost  innumerable  small  terra- 
cotta figures  of  bulls  in  relief  on  differ- 
ent objects,  and  of  bull's  heads  used 
as  parts  of  ornaments,  such  as  one  in 
amethyst  which  was  used  as  a  pendant 
to  a  necklace  found  in  a  tomb  at 
Mochlos. 

For  the  history  of  the  bull-game  in 
Crete  and  other  parts  of  the  Mycensean 
world,  we  are  dependent  wholly  upon 


artistic  representations,  such  as  frescoes 
and  reliefs.  Literature  and  inscriptions, 
both  so  fruitful  in  later  periods,  are 
entirely  lacking  here.  Almost  all  of  the 
representations  from  which  we  draw 
our  knowledge  of  the  bull-game  for 
these  early  times  have  been  carefully 
classified  and  published. 

The  first  group  shows  one  motif,  a 
man's  form  over  a  bull  in  such  a  posi- 
tion that  his  back  is  turned  to  the  bull 
and  his  hands  directed  to  the  horns. 
The  position  fits  in  with  a  man  spring- 
ing from  the  front  toward  a  running 
bull,  grasping  him  by  the  horns  and 
swinging  himself  to  the  bull's  back  over 
his  head.  The  man  turns  a  somersault 
after  he  lets  loose  of  the  horns.  Most 
of  the  representations  of  this  class  are 
on  small  objects;  the  most  remarkable 
one,  however,  is  a  large  fresco  found  at 
Knossos  by  Dr.  Evans  (Fig.  3). 

The  broken  parts  of  painted  stucco 
were  put  together  to  show  two  galloping 
bulls  about  a  quarter  of  the  natural 
size.  Over  the  back  of  one  of  these  a 
boy  is  seen  turning  a  somersault.  But 
as  Dr.  Evans  says:  "The  most  inter- 
esting feature  in  this  wall-painting  is 
the  appearance,  beside  the  male  per- 
formers in  this  dangerous  sport,  of 
female  toreadors  distinguished  by  their 
white  skin,  the  more  varied  hue  of  their 
costume,  the  blue  and  red  diadems 
round  their  brows  and  their  somewhat 
curlier  coiffures,  but  otherwise  attired 
in  precisely  the  same  way  as  the  cow- 
boys with  a  loin  cloth  and  very  narrow 
metallic  girdle,  and  striped  socks  and 
slippers."  One  of  these  girl  performers 
is  between  the  horns  of  the  charging 
bull,  and  the  other  stands  ready  to 
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catch  and  steady  her  companions  as 
they  finish  their  somersault. 

Another  class  of  representations 
shows  a  man's  body  over  a  bull  in  such 
a  position  that  the  front  part  of  his 
body  is  next  to  the  bull.  The  most 
important  is  a  wall-painting  from 
Tiryns  (Fig.  5).  A  bull  gallops  to  the 
left  and  on  his  back  is  a  woman  with 
one  knee  resting  on  the  bull  and  the 
other  leg  stretched  out.  She  holds  to 
a  horn  with  one  hand.  In  this  class  it 
seems  that  the  man,  or  woman,  has 
probably  seized  the  horns  and  swung 
himself  over  the  bull's  back  from  the 
side,  not  so  dangerous  an  acrobatic  per- 
formance as  facing  a  charging  bull  and 
swinging  oneself  over  his  head. 

A  third  class  of  scenes  deals  seem- 
ingly with   the  capture  of   bulls.     In 


Fig.  I. — Silver  bull's  head  from  Mycenar,  now 
National  Museum  at  Athens.  The  rosette  c 
forehead  is  of  gold  and  the  horns  were  gilded 
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Fig.  2. — Cast  made  by  Saloustro  of  steatite  bull's  head 
found  at  Knossos,  Crete.  Date  about  1600  B.C. 
Original  in  Candia,  Crete.  This  cast  is  at  the  Johns 
Hopkins  University 

many  of  these  there  are  no  particular 
suggestions  of  the  arena,  but  sometimes 
trees  and  other  vegetation  suggest 
rather  that  wild  bulls  are  being  cap- 
tured. 

A  fine  example  of  the  bull-game,  an 
example  which  is  hard  to  classify,  is 
that  of  one  band  of  the  decorations  on 
the  famous  boxer  vase  found  at  Hagia 
Triada  in  south  Crete  (Fig.  6).  There 
are  two  mighty  bulls  galloping  to  the 
left  and  on  the  horns  of  one  of  them  is 
a  man.  Some  think  that  he  is  accom- 
plishing a  successful  gymnastic  feat, 
but  it  seems  more  probable  that  he  has 
been  gored  and  tossed  to  this  fjosition. 
The  presence  of  this  scene  in  the  midst 
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Fig.  3. — Wall-painting  from  Knoasos,  representing  male  and  female  toreadors.  From  a 
E.  Gilli^ron 


of  the  boxing  contests  of  the  other 
bands  of  decoration  on  the  vase  seems 
to  prove  that  it  does  not  concern  wild 
bulls  but  is  a  scene  from  the  arena. 

Another  remarkable  scene  is  on  one 
of  the  two  gold  cups  found  at  Vaphio, 
near  Sparta  (Figs.  4,  7).  Here  we  have 
one  bull  galloping  away,  a  second 
caught  in  a  net,  and  a  third  engaged 
with  two  men  or  a  man  and  a  woman, 
one  of  whom  has  seemingly  just  fallen 
from  the  bull's  back,  while  the  other  is 
on  the  bull's  horns.  It  is  hard  to  decide 
whether  the  scene  is  from  the  arena  or 
from  the  open  country.  The  net  may 
have  been  stretched  to  help  in  the  cap- 
ture of  wild  bulls,  or  the  performance 
may  be  purely  acrobatic  and  the  bulls 
may  have  been  meant  to  jump  the  net, 
a  feat  which  the  entangled  bull  has 
failed  to  accomplish. 

The  question  of  the  religious  signifi- 
cance of  the  bull  in  Crete  is  so  involved 
and  far-reaching  that  it  can  only  be 
touched  on  here.    Several  things  indi- 


cate that  the  bull  was  the  most  impor- 
tant sacrificial  animal  among  the  Myce- 
njean  peoples.  A  great  number  of  vo- 
tive offerings  in  the  shape  of  bulls  have 
been  found  in  various  excavations  in 
Crete  and  other  places.  One  grave  at 
Mycenae  yielded  fifty-six  small  bull's 
heads,  the  religious  character  of  which 
is  plainly  shown  by  the  fact  that  the 
sacred  Mycensean  double-ax  appears 
between  the  horns  in  each  case. 

Another  proof  of  the  connection  of 
the  bull  with  Mycenaean  worship  is  the 
horns  of  consecration  which  appear  on 
practically  all  Mycenaean  altars.  The 
rhyta,  or  vessels,  in  the  form  of  a  bull's 
head  (Figs,  i,  2),  which  may  have  been 
used  in  sacrificial  rites,  perhaps  for  the 
pouring  of  bull's  blood,  should  doubt- 
less be  taken  in  the  same  connection. 

Before  the  question  of  the  existence 
of  a  bull-god  in  early  Crete  can  be 
finally  settled,  there  are  many  things 
which  must  be  taken  into  consideration. 
The  significance  of  the  Greek  legends, 

1 144] 


.y  Google 


ART  AND  ARCHAEOLOGY 


such  as  those  of  the  Minotaur,  and  of 
Europa  and  the  bull,  must  be  weighed. 
That  the  Minotaur  was  not  merely  a 
later  invention  seems  probable  not  only 
from  its  importance  in  early  Greek 
legend,  but  also  from  the  seal-impres- 
sions and  intaglios  of  prehistoric  j^gean 
origin  which  represent  such  a  monster. 

Dr.  Evans  has  suggested  that  the 
palace  at  Knossos  which  he  excavated 
is  the  labyrinth,  and  that  the  word  got 
its  later  meaning  from  the  fact  that 
this  palace  was  so  complex,  made  up 
of  so  many  different  halls  and  narrow 
passageways  between  courts  and  groups 
of  rooms.  To  anyone  who  has  studied 
a  plan  of  the  palace  of  Knossos  this 
seems  probable.  It  also  seems  possible 
that  the  bull  was  so  important  in  Cretan 
life  that  it  was  thought  of  as  a  national 
animal  in  some  such  way  as  the  English 
lion  or  the  American  eagle.  Thus  the 
youths  and  maidens  who  were  sent  from 
Athens  as  tribute  may  have  been  said 
to  be  fed  to  the  Cretan  bull  or  the 
Minotaur,  just  as  the  cartoonist  of 
today  might  represent  soldiers  being 
shoveled  into  the  mouth  of  the  English 
lion.  Dr.  Evans  believes  that  the  Mino- 
taur legend  may  even  preserve  a  real 
tradition  of  the  cruel  sport  of  the  bull- 
games;  that  the  youths  and  maidens 
sent  as  tribute  from  Athens  were  per- 
haps made  to  take  part  in  these  games. 
We  might  even  see  in  Europa  carried 
away  on  the  back  of  the  bull  a  later 
version  of  the  perilous  ride  of  some 
MycenEcan  girl  acrobat. 

Dr.  A.  B.  Cook,  whose  theories  in 
regard  to  the  bull-god  in  Crete  are  too 
complex  to  be  presented  here  in  full, 
believes  that  the  labyrinth  was  not  the 
palace  of  Knossos,  but  a  dancing  place, 
or  area,  where  a  dance  was  held  which 
imitated  the  apparent  movement  of 
the  sun.  The  dance,  he  believes,  was 
performed    by    the    crown    prince    of 


Knossos,  who  wore  on  his  head  a  bull's 
mask,  because  the  sun  was  represented 
in  Crete  as  a  bull.  This,  in  Dr.  Cook's 
opinion,  was  the  origin  of  the  Minotaur 
legend.  The  sacrifice  of  the  Athenian 
youths  and  maidens  he  connects  with 
the  need  of  periodic  renewal  of  the 
divine  power  of  the  sun-king.  He  be- 
lieves that  the  bull-games  were  given 
in  the  area,  which  he  calls  a  labyrinth, 
and  that  they  were  religious  games  in 
honor  of  the  bull-god.  He  sees  the 
religious  value  of  the  games  in  the 
athlete's  contact  with  the  horns  of  the 
sacred  bull,  the  horn  being  an  emblem 
of  fertility.  Many  will  find  it  hard  to 
follow  Dr.  Cook  in  believing  that  there 
is  anything  necessarily  significant  here, 
for  the  horns  seem  the  inevitable  point 
of  contact  if  an  athlete  attempts  to 
swing  himself  over  a  bull's  head. 

In  any  attempt  to  trace  the  Myce- 
naean bull-game  down  to  later  historical 
times,  we  are  met  by  centuries  which 
offer  no  information.  The  Mycenzean 
Age  closed  about  1200,  or  possibly  1000, 
B.C.,  and  the  Thessalian  bull-games, 
which  we  find  next  in  point  of  time,  can 
be  dated  no  farther  back  than  the  fifth 
century  B.C. 

These  Thessalian  games,  which  were 
famous  for  centuries,  have  been  de- 
scribed by  Pliny  and  Suetonius.  Men 
mounted  on  horses  pursued  bulls  until 
they  were  wearied,  then  leaped  upon 
them  and  dragged  them  to  the  ground 
by  their  horns.  Interesting  coins  of 
Thessaly,  the  first  of  which  date  about 
480  B.C.,  show  scenes  from  such  a  bull- 
hunt.  One  side  of  the  coin  usually 
shows  a  Thessalian  youth  restraining, 
or  struggling  with,  a  bull.  The  other 
side  shows  the  horse  from  which  the 
rider  has  just  dismounted;  the  loose 
rein  is  often  apparent.  A  fourth-cen- 
tury coin  from  Larissa  shows  on  one 
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Fig.  5, — Fresco  from  Tiryna.  now  in  Athens,  showing 
female  (?)  acrobat  on  the  back  of  a  galloping  bull 

side  a  galloping  bull,  on  the  other  the 
rider  still  on  his  horse  (Fig.  8). 

That  the  popularity  of  the  bull-hunt 
in  Thessaly  continued  for  hundreds  of 
years  is  shown  by  inscriptions  which 
belong  to  the  first  century  B.C.  It  had 
by  this  time  at  least  become  a  regular 
spectacle  for  the  circus,  sometimes 
given  by  itself,  but  more  often  in  con- 
nection with  other  contests,  on  both 
religious  and  secular  occasions.  A  frag- 
mentary inscription  on  a  grave-stele 
shows  that  it  was  an  honor  to  have 
taken  part  in  it.  Other  much  longer 
inscriptions  give  the  names  of  the  vic- 
tors in  different  contests,  prominent 
among  which,  often  coming  first  in  the 
list,  was  the  bull-hunt. 

It  seems  probable  that  originally 
there  was  in  Thessaly  a  real  hunt  of 
wild  bulls,  which  the  coins  represent, 
and  that  later  it  became  a  circus  game. 

The  question  of  the  way  in  which  the 
bull-hunt  spread  from  Thessaly  is  not 
settled.  We  find  it  in  Asia  Minor  and 
in  Rome,  and  we  have  Pliny's  testimony 
to  the  fact  that  the  Romans  brought  the 
custom  from  Thessaly  in  the  time  of 
Caesar.  Some  believe  that  the  game  was 
introduced  into  Asia  Minor  by  the 
Romans;  others  that  it  was  carried 
direct  from  Thessaly  by  colonists  prob- 
ably to  Smyrna.   There  is  no  evidence 
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Vie.  6. — Steatite  vase  from  Hagia  Triada,  ordinal  I  ycov< 
ered  with  gold  leaf,  now  in  the  Museum  at  Candia, 
Crete.  The  scenes  represent  boxing  and  the  bull-game 
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Fig.  7.— The  st 


o  cups  from  Vaphio.  See  Fig.  4 


of  the  bull-hunt  in  Greece  before  Roman 
times,  a  fact  which  may  perhaps  point 
to  the  higher  plane  of  Greek  civilization. 
When  we  turn  to  Asia  Minor,  one  of 
the  most  interesting  evidences  which 
we  find  is  an  inscription  from  Caryanda, 
near  Halicarnassus.  It  dates  from  the 
first,  or  possibly  the  second,  century 
B.C.  It  is  an  honorary  inscription,  and 
the  man  whose  record  is  given,  at  one 
time  presided  over  bull-games;  he  was, 
as  the  inscription  says,  the  bull-starter. 
In  order  to  make  the  occasion  more 
remarkable  he  not  only  let  loose  the 
bulls  of  the  tribe,  but  additional  bulls 
from  his  private  means.  In  particular 
he  let  loose  a  very  beautiful  bull  and 
the  flesh  of  this  bull  which  had  been 
made  angry  he  distributed  to  his  fellow- 
tribesmen.  This  at  once  brings  to  our 
minds  the  Spanish  bull-fights  of  the 
present  day,  where  the  bull's  anger  is 
increased  by  different  devices.  The  fact 


that  the  flesh  of  the  angry  bull  was  dis- 
tributed has  a  modern  parallel  in  a  one- 
time ruling  of  the  court-leets  of  England 
by  which  butchers  were  fined  if  they 
sold  the  flesh  of  bulls  that  had  not  been 
baited.  This  Caryanda  bull-game  was 
evidently  somewhat  difTerent  from  the 
usual  Thessalian  type,  but  the  difTer- 
ences  were  probably  only  local  varia- 
tions. 

Another  place  in  Asia  Minor,  Smyrna, 
furnishes  what  is  perhaps  the  most 
satisfactory  testimony  of  classical  times 


Fig.  8. — Fourth-century  Greek  coin  from  Larlssa  in 
Thessaly  showing  the  bull- fight,  the  favorite  form  of 
amusement  among  the  Thessalians.  Macdonald,  Coin 
Types,  PI.  Ill 
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to  the  bull-hunt;  indeed,  the  marble 
relief  (Fig.  9)  might  have  been  carved 
to  illustrate  the  passage  in  which  Pliny 
describes  the  Thessalian  bull-hunt.  Gal- 
loping horsemen  are  pursuing  bulls  or  in 
some  cases  springing  from  their  horses 
to  the  heads  of  bulls. 

Other  places  in  Asia  Minor  furnish 
testimony  more  or  less  definite  to  bull- 
games,  which  probably  varied  consider- 
ably in  different  localities.  Aristides, 
the  Greek  rhetorician  of  the  time  of  the 
Antonines,  tells  us  that  at  one  time 
when  he  was  in  Pergamum  there  was 
a  "brilliant  spectacle  in  the  city,  a  hunt 
of  bulls  it  seems  to  me  or  something  of 
the  sort"  to  which  everyone  had  gone. 

The  Thessalian  bull-hunt  first  ap- 
peared in  Rome  during  the  dictator- 
ship of  Caesar.  There  is  evidence  for 
what  was  plainly  the  same  game  in  the 
reign  of  Claudius  and  of  Nero.  Other 
references  to  bull-games  in  Rome  do 
not  so  clearly  concern  the  Thessalian 
type.  It  is  probable  from  a  passage  in 
Varro  that  the  Romans  before  the  time 
of  Caesar  had  enjoyed  seeing  two  bulls 
fight  each  other,  perhaps  in  much  the 
same  way  as  the  Egyptian  bull-fight 
described  by  Strabo.  He  says  that  in 
the  race-course  at  Memphis  bulls  are 
made  to  fight  with  each  other;  some 
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men  raise  bulls  for  this  very  purpose, 
just  as  others  raise  horses.  If  the  bulls 
withdraw,  they  bring  them  together 
again,  and  the  stronger  obtains  a  prize. 

However,  the  chance  allusions  in 
Roman  writers  point  to  the  greater 
prevalence  of  a  sport  more  nearly  like 
the  Thessalian  game,  or  at  least  to  a 
struggle  between  the  bull  and  an  un- 
mounted man.  An  inscription  from 
Pompeii  of  the  year  3  or  2  B.C.  tells  of 
an  official  of  that  city  who  during  his 
term  of  office  exhibited  in  the  forum 
among  other  things  bulls  and  bull- 
fighters. 

An  interesting  incident  is  cited  from 
the  third  century  as  an  example  of  the 
wit  of  the  emperor  Gallienus.  A  venator, 
it  seems,  had  been  sent  into  the  Roman 
arena  to  give  the  death  blow  to  a  large 
bull,  and  had  not  succeeded,  although 
the  bull  was  led  forward  ten  times. 
Finally  Gallienus  sent  the  man  a  crown 
and  when  the  spectators  murmured, 
and  asked  why  such  an  unskilful  fellow 
was  crowned,  the  emperor  ordered  the 
herald  to  announce  that  it  was  difficult 
not  to  strike  a  bull  so  often.  Taurum 
totiens  non  ferire  difficile  est.  We  have 
here  a  remarkable  similarity  to  the 
final  act  in  the  bloody  drama  of  a 
Spanish  bull-fight,  when  the  espada  by 
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6  Umltnpoal  b"  Undtmoal 

Fig.  !i. — A  modern  Spanish  bull-light.  The  toreador  has  just  plunged  the  sword  with  the  fatal  blow  between  the 
ehoulders  of  the  bull 


a  skilful  thrust  of  his  sword  dispatches 
the  bull  (Fig.  ii). 

The  bull,  we  know,  was  often  baited 
by  having  a  stuffed  figure,  called  a  pila, 
thrown  at  its  head.  The  poet  Martial 
on  one  occasion  complains  that  his  toga 
is  so  ragged  that  the  figure  exposed  to 
the  furious  horns  of  the  bull  would  be 
ashamed  of  it.  At  other  times  the  bull's 
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anger  was  aroused  by  the  application 
of  torches,  and  also  by  red  garments 
shaken  before  it  as  Ovid  says — a  usage 
which  has  a  parallel  in  the  modern 
Spanish  bull-fight. 

The  cruel  Roman  practice  of  exposing 
wrong-doers  to  the  attacks  of  the  angry 
bull  seems  to  have  no  exact  counterpart 
in  Spain. 
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Fig.  la.— The  bull-fight,  the  favorite  sport  ii 


Mexico.   A  crowd  of  Mexican  spectators  on  a  public  holiday 


Another  Roman  custom  which  can- 
not be  classified  as  a  bull-fight,  but 
which  nevertheless  bears  some  resem- 
blance to  the  early  Mycenaean  game,  is 
mentioned  once  by  Martial  and  once  by 
Seneca.  Wild  bulls  were  so  trained  that 
they  allowed  boys,  and,  according  to 
Seneca,  women,  to  turn  somersaults  and 
perform  other  gymnastic  feats  on  their 
backs. 

Theodosius  is  said  to  have  put  an  end 
to  bull-fights  at  Rome  in  the  last  part 
of  the  fourth  century.  Whether  his 
decree  was  immediately  effective  we  do 
not  know,  but  we  have  at  least  no 
evidence  for  a  Roman  bull-fight  after 
this  date. 

The  Spanish  bull-fight  (Fig.  lo)  is  the 
modern  counterpart  of  the  old  Myce- 
nzean  and  later  Thessalian  and  Roman 


games.  It  has  extended  to  Mexico  (Fig. 
12),  Portugal,  Southern  France,  and  on 
a  few  occasions  to  Italy.  A  buH-fight 
was  given  in  the  Colosseum  in  1332. 
and  in  the  amphitheater  at  Verona  in 
1805  when  Napoleon  visited  the  town. 
In  England  bull-baiting  and  bull- 
running  were  popular  at  many  places 
until  the  early  part  of  the  nineteenth 
century.  At  Beverly,  we  are  told,  that 
previous  to  1817,  when  the  sport  of  bull- 
baiting  was  abolished  by  the  mayor, 
it  was  usual  for  the  successful  candi- 
dates at  parliamentary  elections  to  give 
a  bull  to  be  baited,  after  which  it  was 
killed  and  the  flesh  given  to  the  free- 
men. At  Stamford  the  practice  of  chas- 
ing a  bull  helter-skelter  and  of  eating 
its  flesh  after  it  was  done  to  death  seems 
to  have  been  popular  until  1839. 
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According  to  one  English  story,  the 
sport  was  instituted  as  late  as  the  reign 
of  King  John  by  a  certain  Earl  Warren, 
who  happened  to  see  from  his  castle 
two  bulls  fighting  in  the  meadow  below. 
When  a  butcher,  the  owner  of  one  of 
the  bulls,  set  his  dog  on  the  beast  to 
force  it  into  town,  all  the  dogs  of  the 
place  ran  together  in  pursuit  of  the 
animal,  to  the  high  diversion  of  the  Earl, 
who  immediately  made  plans  to  obtain 
similar  amusement  on  other  occasions. 

The  Spanish  bull-fight  is  at  the  pres- 
ent day  probably  as  famous  as  was  the 
old  Mycenaean  game,  or  the  Thessalian 


bull-hunt.  There  are  likenesses  among 
them,  even  startling  likenesses,  but  so 
far  there  is  no  definite  proof  of  any 
connection.  The  first  bull  was  killed  in 
a  Spanish  arena  about  the  year  1040. 
If  the  bull-fight  had  practically  stopped 
at  Rome  by  400,  we  have  almost  as  long 
a  period  here  as  between  the  Mycenaean 
and  Thessalian  games,  and  no  way  has 
yet  been  found  to  bridge  the  gap.  The 
games  seem  rather  to  be  manifestations 
of  the  same  characteristics  on  the  part 
of  the  human  race  and  of  the  bull. 

Vassar  CoUtgr 


DAWN  IN  HELLAS 

(.Suggested  by  the  East  Pediment  of  the  Parthenon. 
See  Art  and  Archaeology,  Vol.  IV,  p.  zo  ff.) 

When  the  horses  of  Helios  spring  from  the  deep; 

And  Selene's  pale  chariot  sinks  in  the  west. 

With  each  sky -weary  courser's  proud  head  on  his  breast ; 
When  the  hunter,  great  Cephalus,  rises  from  sleep; 

The  little  wild  flowers  that  grow  by  the  sea, 

And  festoon  the  beaches  with  gay  tracery 
Of  crimson  and  gold  and  of  iris  and  blue. 

Open  their  eyes,  to  behold  the  commotion. 

Stirred  out  in  the  ocean, 
By  the  Sun-driven  horses  that  plunge  into  view. 

AGNES  KENDRICK  GRAY 
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THE  EXHIBITION  OF  AMERICAN  PAINTINGS  AT 
THE  CORCORAN  GALLERY 

Virgil  Barker 


THE  sixth  biennial  exhibition  of 
paintings  by  contemporary  Ameri- 
can artists  recently  held  at  the 
Corcoran  Gallery  of  Art  was  of  the  very 
first  importance.  While  it  was  still  in 
existence,  one  critic  committed  himself 
to  the  printed  statement  that  it  was 
"the  most  important  exhibit  of  Ameri- 
can art  ever  held."  Even  those  who 
consider  this  too  sweeping  must  still 
acknowledge  that  the  most  conserva- 
tive statement,  if  it  is  at  the  same  time 
to  be  true,  will  necessarily  be  quite 
emphatic  in  its  claim  of  merit. 

This  exhibit  must  be  called  a  real 
triumph  from  the  educational  point  of 
view.  That  is  to  say,  it  performed  the 
highest  type  of  service  in  making  so 
many  acquainted  with  the  great  scope 
and  variety  of  modern  effort  in  art. 
In  short,  the  outstanding  quality  of 
this  exhibition  as  a  whole  was  its 
comprehensiveness.  By  this  it  is  meant 
that  the  really  significant  men  now  at 
work  were  not  merely  represented  but 
in  the  majority  of  cases  adequately 
represented.  To  intelligent  lovers  of 
painting,  therefore,  this  exhibit  afforded 
an  invaluable  opportunity  of  studying 
practically  the  entire  range  of  con- 
temporary aims  and  methods.  One 
cannot  overestimate  the  importance  of 
this  in  helping  toward  the  information 
of  an  increasingly  appreciative  native 
public. 

Now,  such  a  public,  in  visiting  any 
collection  of  paintings,  is  not  going  to 
ask  of  each  picture,  "In  what  manner 
has  the  painter  done  this?"  but  "What 
has  he  done?"     In  other  words,  the 


attention  of  the  majority  is  centered 
not  upon  techique  but  upon  what  is 
expressed  by  that  technique. 

From  this  standpoint,  the  exhibit 
itself  may  be  said  to  have  suggested  a 
three-fold  classification.  This  is  not 
here  put  forward  as  having  in  itself  any 
ptermanent  value;  its  present  service  is 
simply  to  give  the  mind  that  advantage 
which  arises  from  a  logical  grouping  of 
varied  and  confusing  subject-matter. 
Recognizing  the  tentative  nature  of  the 
scheme,  then,  it  may  be  set  forth  some- 
what as  follows: 

Most  painters  look  upon  the  world 
about  them  and  find  certain  parts  of  it 
interesting  to  them;  their  interest  is  so 
keen  that  they  are  compelled  to  express 
it  in  form  and  color.  Their  service  to 
the  beholder  consists  in  lending  him 
their  eyes  for  the  time  being,  in  order 
that,  after  studying  certain  aspects  of 
the  world  thus,  he  may  go  forth  the 
better  equipped  for  discerning  its  inter- 
est at  first  hand. 

Practically  all  of  the  men  who  habitu- 
ally produce  this  type  of  work  were 
represented  by  characteristic  canvases 
— Ben  Foster,  Gardner  Symons,  Daniel 
Garber,  Sergeant  Kendall,  Richard 
Miller,  Elmer  Schofield,  Howard  Rus- 
sell Butler,  and  others. 

From  the  fact  that  Redfield's  prosaic 
pictures  appear  in  such  numbers  on 
exhibition  walls,  it  is  fair  to  infer  that 
even  they  have  some  part  to  play  in 
our  world  of  art.  Breckenridge's  "Nude 
with  Still  Life"  belongs  in  this  division, 
although  it  is  a  more  important  achieve- 
ment than  this  classification  would  seem 
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The  Seamstress,  by  Joseph  De  Camp.   Purchased  by  the  Corcoran  Gallery  of  Art 
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Portrait  of  the  Hon.  William  A.  Clark,  by  William  M.  Chaw 


to  imply.  Dines  Carlsen's  "The  Brass 
Kettle"  is  certainly  worthy  of  the  dis- 
tinction of  having  been  purchased  for 
the  permanent  collecton  of  the  gallery. 
Paxton's  "The  House  Maid"  was  also 
thus  honored,  but  this  slip  was  more 
than  compensated  for  by  the  purchase 
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of  Hayley  Lever's  "Dawn."  Gari 
Melchers,  if  represented  only  by 
"Easter  Sunday,"  would  also  be  classed 
here;  but  he  frequently  gladdens  us 
with  more  significant  paintings,  as  in 
the  case  of  "The  Hermit." 
There  is  a  certain  group  of  men  whose 
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The  Old  Elm,  by  Childe  Hassam 


work  is  characterized  by  a  spontaneity 
and  freshness  of  outlook  which  come  as 
a  refreshing  breeze  to  one  whose  percep- 
tions have  been  stupefied  by  academi- 
cisms.  Glackens,  Davey,  Myers,  Henri, 
Luks,  Sloan,  Bellows — these  men  seem 
to  belong  together  because  of  a  well- 
nigh  indefinable  community  of  senti- 
ment and  ideas.  Reynolds  Beal,  on  the 
strength  of  his  "Fishing  Vessels,"  and 
Jane  Peterson,  as  evidenced  by  "The 
Red  House,"  would  also  seem  logically 
placed  with  the  foregoing  men. 

One  man  who  has  a  way  of  his  own 
deserves  a  paragraph,  however  short, 
to  himself.    This  is  Ambrose  Webster, 


whose  "Old  Houses,  Bermuda"  is  pi- 
quantly  original. 

But  there  are  other  men  with  can- 
vases in  this  exhibit  who,  while  sticking 
closely  enough  to  real  life  in  so  far  as 
surface  appearances  go,  do  yet,  by  men- 
tal amplitude  brought  to  bear  upon 
the  particular  problems  in  hand,  con- 
centrate into  their  pictures  something 
bigger  than  what  serves  as  the  model. 
The  merit  of  this  type  of  picture  is 
that  it  suggests  something  beyond  itself 
and  so  gives  the  mind,  if  not  the  heart, 
something  to  feed  upon. 

An  illustrious  instance  of  a  man  who 
generally  succeeds  in  doing  this  is  found 


[158I 


.y  Google 


ART  AND  ARCHAEOLOGY 


Ernest  Lawrence's  Boat  Hoi 


n  A.  Clark  prize  and  Corcoran 


in  John  Sargent.  So  far  as  concerns  the 
Corcoran's  contemporary  exhibit,  in 
which  he  very  properly  was  accorded  a 
room  to  himself,  what  is  here  meant 
may  be  brought  out  by  referring  to  the 
"Portrait  of  Mrs.  Henry  White."  Here- 
in Sargent  has  put  on  canvas  not  merely 
the  individual  before  him,  but  also  the 
summary  of  a  whole  bygone  era  of  pe- 
culiarly attractive  culture  and  refine- 
ment. Something  of  the  same  sort  has 
been  accomplished  by  Giovanni  Troc- 
coli  in  his  "Portrait  of  Mrs.  Brincker- 
hoff."  In  Frank  W.  Benson's  "Girl  with 
Dog"  is  discernible  not  merely  the 
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beauty  of  the  light  and  air  within  and 
around  the  canvas  but  also  the  whole- 
some charm  of  all  free  and  healthy  girl- 
hood. Charles  H.  Woodbury's  "Chal- 
lenge" is  a  dashing  visualization  of 
speed.  Douglas  Volk's  "Portrait  of  Dr. 
Felix  Adler"  sheds  upon  the  beholder 
the  influence  of  a  great  intellect  and 
noble  character.  George  Bellows'  "The 
Sawdust  Trail"  is  a  very  adequate  ex- 
pression of  the  hysteria  involved  in  the 
subject — a  Billy  Sunday  revival  meet- 
ing. "The  Doll  and  the  Monster,"  by 
Gus  Pene  Dubois,  a  canvas  far  smaller 
than  the  former,  yet  equals  it  in  sug- 
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gestiveness.  The  painting  which  re- 
ceived the  majority  of  the  popular  vote, 
Lydia  Field  Emmet's  "Portrait  of  a 
Child,"  also  has  something  of  sugges- 
tive power;  but  it  is  handicapped  be- 
cause what  is  suggested  is  a  little  too 
artificial  to  be  called  the  real  charm  of 
childhood. 

But  beyond  and  above  all  such  work 
as  has  hitherto  been  considered  lies  that 
of  those  men  who  take  us  away  from 
actuality  into  the  land  of  dreams  and 
romance.  Works  of  this  type  which 
meet  satisfactorily  all  the  necessarily 
exacting  tests  are,  as  might  be  expected, 
comparatively  scarce.  For  they  require 
the  sound  craftsmanship  needed  by  the 
first  sort  already  mentioned;  they  also 
require  the  mental  power  demanded  by 
the  second;  and  further  they  require 
certain  rare  and  elusive  qualities  of  sou! 
on  the  part  of  the  painter  himself. 

In  view  of  all  this,  it  is  really  a  matter 
for  surprise  as  well  as  for  congratula- 
tion, that  the  last  biennial  should  have 
been  so  rich  in  works  of  this  type.  The 
quality  here  hinted  at  is  indubitably 
present  in  Emil  Carlsen's  "Moonlight 
on  a  Calm  Sea."  Ross  E.  Moffett's 
"Portuguese  Family  of  Cape  Cod"  is 
infused  with  pathos  and  wildness. 
William  L.  Carrigan's  "Midsummer 
Masque"  is  delightful  in  its  almost 
fairy-like  gaiety.  In  particular,  Rock- 
well Kent's  "Burial  of  a  Young  Man" 
is  an  eminent  example  of  emotional 
expressiveness  on  canvas. 

The  fact  that  Arthur  B.  Davies' 
"Castalias"  (p.  154)  also  belongs  preemi- 
nently to  this  sort  of  art  no  doubt  proved 
a  stumbling  block  to  most  people.  This 


picture  would  not  have  given  rise  to 
such  vigorous  discussion,  had  it  not  been 
distinguished  by  the  jury  from  its 
spiritual  kindred.  As  a  matter  of  fact, 
it  was  worthy  of  its  prize,  not  alone 
because  of  its  painter's  achievements 
and  position  in  American  art,  but  as 
well  because  of  its  own  tine  qualities. 

Dreamland  will  always  be  a  place 
unknown  to  the  majority  of  folks — 
unknown  that  is,  as  a  place  of  spiritual 
sustenance  and  rejuvenation.  Living 
as  they  do  in  the  outward  world,  it  is 
but  natural  that  they  should  demand 
an  art  which  is  not  forgetful  of  that 
world.  And  even  those  who  know  that 
other  world  as  revealed  in  the  familiar 
masterpieces  must  have  time  in  which 
to  become  accustomed  to  any  new  and 
individual  expression  of  it;  even  these 
could  not  have  received  much  from  the 
painting  now  under  discussion  without 
an  acquaintance  stretching  over  a  rea- 
sonable period.  What  could  be  ex- 
pected, therefore,  where  folks  visited 
the  Corcoran  Gallery  only  once  or 
twice,  and  that  hurriedly?  It  is  no 
wonder  that  they  felt  at  a  loss  before 
the  dream-valley  of  Davies  and,  upon, 
returning  home,  were  impelled  to  write 
bewildered  or  acrimonious  letters  to 
the  papers.  But  all  those  letters  to  the 
contrary  notwithstanding,  it  is  to  be 
affirmed  that  this  award  was  well  and 
boldly  made  in  that  it  honored  a  paint- 
ing which  will  in  the  long  run  be  ac- 
knowledged as  a  masterly  envisioning 
of  that  dream-world  wherein  the  soul  of 
man  finds  refuge  and  restoration. 

The  Chay  Chase  Seminary,  Washington,  D.C. 


I1601 
,  Google 


HELLENISTIC  TAPESTRIES  IN  AMERICA 
W.  Sherwood  Fox 


FOR  many  years  prior  to  the  closing 
decades  of  the  last  century  the 
Egyptian  Bedouins  were  known  to 
be  in  possession  of  a  number  of  tex- 
tiles of  striking  design  and  of  undeni- 
able antiquity;  but  where  these  had 
been  found  and  to  what  era  they  be- 
longed, no  one  could  ascertain.  In  1882, 
however,  many  such  fabrics  were  dis- 
covered in  Upper  Egypt,  first  at  Sak- 
kara,  under  circumstances  which  per- 
mitted dating  them,  and,  somewhat 
later,  at  Antinoe,  and  at  Akhmim,  the 
ancient  Panopolis.  Since  then  the 
graves  and  sands  of  Akhmim  have  con- 
tinued almost  unceasingly  to  yield  up 
wonderful  specimens  of  beautiful  tapes- 
tries, and  in  such  quantities  that,  in  the 
light  of  certain  facts,  scholars  have  been 
compelled  to  conclude  that  the  place 
was  the  center  of  the  weaving  industry 
of  Egypt  from  the  Old  Kingdom  to  the 
early  centuries  of  the  Christian  era. 

The  textile  tradition  of  Panopolis  was 
twofold.  The  element  which  was  chiefly 
concerned  with  the  mechanics  of  the 
trade  was  in  large  part  Egyptian,  while 
that  referring  to  the  sesthetics  was,  up 
to  a  certain  time,  distinctly  Greek.  Of 
this  latter  fact  the  inhabitants  of  the 
city  were  themselves  aware,  and  they 
endeavored  to  give  it  a  historical  basis 
by  pointing  proudly,  though  uncriti- 
cally, to  an  ancient  legend  which  said 
that  it  was  from  Panopolis  that  the 
families  of  Danaus  and  ^gyptus  set  out 
on  their  long  journey  to  Argos.  Hence 
Perseus  was  counted  as  a  Panopolitan 
by  descent,  and  games  were  periodi- 
cally celebrated  in  his  honor.  That  the 
place  had  a  large  Greek  population  well 
into  our  era  is  attested  by  the  personal 
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names  recovered  from  the  inscriptions 
found  on  the  site. 

But  one  must  not  lay  such  emphasis 
on  the  Greek  phase  of  this  tradition  as 
to  obscure  the  great  contribution  made 
by  a  long  line  of  Egyptian  weavers. 
Isis,  said  a  popular  myth  of  Egypt,  was 
the  inventress  of  weaving — a  mytho- 
logical way  of  saying  that  the  art  was 
prehistoric,  a  statement  which  we  can- 
not doubt.  At  all  events,  we  have  many 
tangible  evidences  of  its  very  great  an- 
tiquity. For  instance,  we  read  in  the 
Old  Testament  that  Pharaoh  arrayed 
himself  in  vestures  of  fine  linen,  and  in 
graves  of  the  first  half  of  the  third 
millennium  B.C.  mummies  have  been 
found  wrapped  in  linen  of  a  finer  tex- 
ture than  that  of  any  modern  weave. 
In  fact,  in  one  garment  of  this  period 
one  may  count  540  warp  threads  of 
linen,  as  compared  with  350  in  the 
products  of  the  best  English  factories. 

From  the  old  Greek  vase-paintings 
we  learn  that  a  great  change  came  over 
the  Greek  looms  in  the  fifth  century 
B.C.  Prior  to  this  time  curtains,  couch 
draperies,  and  clothing  were  character- 
ized by  gay  colors  and  fantastic  designs 
of  an  Oriental  cast;  but  thenceforward 
the  prevailing  taste  favored  monochro- 
matic patterns  of  simple  conception  and 
dainty  execution.  These  consisted 
largely  of  circles,  stars,  dots,  strokes, 
squares,  and  flowers,  invariably  ar- 
ranged in  such  a  way  as  to  conform 
strictly  to  the  laws  of  symmetry  and 
restraint.  Certain  vases  depict  fabrics 
into  which  are  woven  borders  made  up 
of  a  single  row  of  mythological  figures, 
both  human  and  animal,  a  detail  which, 
if  the  seal  cylinders  are  to  be  trusted, 
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Fig.  I. — Hellenistic  Tapestry  from  Egypt — Third  o 
Fourth  Century  A.n.  In  the  Walter  MasseyCoilectior 
Royal  Ontario  Museum  of  Archaeology,  Toronto 


Technically  they  are  to  be  regarded  as 
embroideries.  The  weaver  was  em- 
ployed in  their  production  only  to  the 
extent  of  weaving  into  a  ground  of  plain 
linen  a  block  of  dark-colored  wool  in 
some  simple  pattern,  commonly  the 
circle,  the  square,  or  two  squares  so 
crossed  as  to  make  an  eight-pointed 
star.  Designs,  sometimes  quite  elabo- 
rate, were  then  worked  in  white  with  a 
needle,  the  width  and  conspicuousness 
of  the  lines  varying  with  the  quantity  of 
thread  used.  Occasionally  one  comes 
across  specimens  in  which  the  two  proc- 
esses of  tapestry  and  needlework  are 
successfully  combined,  but  even  these 
are  obviously  inferior  to  genuine  tapes- 
tries, as  they  demand  of  the  craftsman 
a  greater  proportion  of  mere  patience  in 


seems  to  have  been  borrowed  or  in- 
herited from  the  Syro-Hittite  culture 
and  then  charged  with  the  Greek  spirit. 
It  is  indeed  surprising  to  observe  this 
tradition  reappearing  many  centuries 
later  in  the  textile  products  of  a  com- 
munity of  Upper  Egypt.  It  prob- 
ably means  that  the  tradition  was  con- 
tinuous, and,  if  so,  the  descriptive  epi- 
thets Egyptian,  Coptic,  Roman,  Chris- 
tian, are.  without  some  qualification, 
quite  inapplicable.  In  spite  of  certain 
objections,  the  term  Hellenistic,  which 
has  been  suggested  within  recent  years, 
seems  to  be  the  most  appropriate. 

Frequently  one  finds  classified  as 
tapestries  certain  fabrics  of  this  period 
which  do  not  wholly  merit  the  title. 


Pig,  j. — Hellenistic  Tapestry  from  Egypt— Fourth  or 
Fifth  Century  a.D.  In  the  Metropolitan  Museum  of 
Art,  New  York 


[162I 
,  Google 


ART  AND  ARCHAEOLOGY 


In  the  Metropolitan  Museum  of 


the  plying  of  the  needle  than  of  the 
rarer  artistic  gifts. 

The  illustrations  which  accompany 
these  paragraphs  vividly  put  before  the 
eye  typical  examples  of  these  Hellenis- 
tic tapestries.  The  ground  is  uniformly 
of  linen  on  which  the  designs  are  woven 
in  wool,  or,  in  one  instance  (Fig.  8),  in 
a  mixture  of  silk  and  wool.  The  texture 
of  the  linen  varies,  some  specimens  be- 
ing exceedingly  fine,  but  even  these  are 
coarse  when  placed  beside  the  delicate 
weaves  of  the  Old  Kingdom.  If  one  will 
examine  Figures  2,  3,  5,  7,  and  10  with 
the  aid  of  a  magnifying  glass,  he  will 
discover  that  in  principle  the  same  pro- 
cesses of  weaving  have  been  employed 
as  in  the  famous  Gobelin  tapestries. 

The  color  of  the  designs  may  be  taken 
in  a  broad  way  as  an   indication  of 
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period.  In  the  earlier  stages  of  develop- 
ment a  dark  monochrome  on  a  light 
ground  was  the  almost  invariable  rule, 
the  single  color  being  some  shade  of  the 
so-called  purple,  i.e.,  violet,  blue-black, 
brown-black,  or  a  deep  carmine. 
Chemical  analysis  shows  all  of  these  to 
have  been  produced  from  the  madder 
plant,  and  not,  as  many  have  thought, 
from  the  purple  mollusc.  In  many  in- 
stances dainty  touches  of  a  lighter  tint 
served  at  once  to  relieve  the  dull  mo- 
notony of  the  color  and  to  suggest  ana- 
tomical details;  for  example,  in  the  cur- 
tain reproduced  in  Figure  i  this  method 
has  been  used  to  sketch  in  the  muscula- 
ture of  the  body  and  its  members,  and 
to  indicate  such  features  as  the  mane 
of  a  lion  and  the  spots  of  a  leopard. 
At    first   bright   hues   were   used   very 
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Fig.  4. — Hellenistic  Tapestry  from  Egypt— Fifth  or  Sixth  Century  a.d.   In  the  Metropoliti 
Museum  of  Art,  New  York 
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c  Tapestry  from  Egypt — Fourth  or  Fifth  Centur 
Mr.  Robert  Mond,  England 


.    In  the  collection  of 


Sparingly,  but  as  the  art  passed  on  to 
its  decline  and  as  the  craftsman  came 
to  rely  less  and  less  upon  good  draughts- 
manship for  achieving  his  eflfect,  they 
appeared  with  greater  frequency  and  in 
more  liberal  quantities.  The  winged 
female  figure  on  the  Boston  fabric 
shown  in  Figure  7  aflfords  an  excellent 
example  of  a  rich  combination  of  colors, 
exhibiting,  as  it  does,  violet,  green, 
yellow,  orange,  red,  pink,  and  brown. 
The  variegated  plumage  of  birds  (as  in 
Figure  2)  is  often  copied  with  great 
fidelity  to  nature.  In  respect  to  the 
richness  of  tone  of  individual  colors  and 
to  their  successful  blending  the  tapes- 
try illustrated  in  Figure  3  is  the  finest 
of  all  the  ancient  examples  which  it  has 
been  the  writer's  good  fortune  to  exam- 
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ine;  in  fact,  it  is  surpassed  by  few  of  any 
period.* 

An  impressive  feature  of  these  fabrics 
is  the  beauty  and  variety  of  their  de- 
signs. These  include  both  analytical 
and  conventional  studies  of  leaves,  the 
two  methods  of  treatment  often  appear- 
ing side  by  side  on  the  same  tapestry, 
notably,  among  our  illustrations,  in 
Figures  2  and  6.  Here  we  may  see, 
singly  or  in  rows,  leaves  of  the  vine,  of 
two  or  three  kinds  of  ivy,  of  other 
climbing  plants,  and  of  certain  trees, 
interspersed  with  just  a  sufficient  modi- 
cum of  flower  and  fruit  motifs  to  break 
what  the  artist  evidently  feared  might 

*A  detailed  study  of  this  tapestry  will  be  published  at 
an  early  date  in  Arl  in  America  by  Miss  Morris  of  the 
Metropolitan  Museum. 
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artists  frequently  wove  representations 
of  Greek  vases,  especially  the  amphora, 
holding  sprays  of  flowers  and  leaves, 
but  as  time  went  on  these  were  little 
by  little  replaced  by  baskets. 

Allied  to  the  nature  of  the  designs  is 
the  manner  in  which  they  are  disposed 
on  the  linen  background.  Almost  in- 
variably the  arrangment  is  the  result 
of  long  and  thoughtful  study,  and  in 
none  of  our  illustrations  is  this  brought 
out  more  clearly  than  in  Figure  i.  Here, 
it  will  be  noted,  the  basic  principle  is 
that  of  alternation.    First,  in  the  border 


Fig.  6. — Hellenistic  Tapestry  from  Egypt — Third  or 
Fourth  Century  a.d.  Gift  of  Mr.  H.  H.  Fudger,  Royal 
Ontario  Museum  of  Archaeology,  Toronto 

Otherwise  be  a  tiring  uniformity.  This 
is,  indeed,  the  very  spirit  of  Greek  art, 
a  spirit  which  dominates  every  phase 
of  this  group  of  textiles  until  hostile 
influences  bring  about  a  decline. 
Another  distinctive  feature  is  the  oc- 
currence of  medallions  of  many  sizes 
and  shapes — foliate,  circular,  oval,  rec- 
tangular, stellate,  but  all  seemingly  de- 
rived from  an  original  leaf-form.  In  the 
earlier  period  there  was  a  tendency  to 
group  these  patterns  symmetrically, 
each  containing  one  or  more  figures  of 
human  beings,  mythical  creatures, 
quadrupeds,  or  birds;  but  in  the  later 
period  this  device  gradually  gave  way 
to  a  serial  arrangement  of  the  medal- 
lions, each  enclosing  a  portrait  (as  in 
Figure  4).    Into  the  best  fabrics  the 


Flo.  7.— Figure  Study  on  a  Hellenistic  Tapestry  from 
Egypt— Fourth  or  Fifth  Century  a.d,  [n  the  [)en- 
man  Waldo  Ross  Collection,  Mjseum  of  Fine  Arts. 
Boston 
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—Fragment  of  a  Late  Hellenistic  Tapestry  from  Egypt — Sixth  or  Seventh  Century 
Massey  Collection,  Royal  Ontario  Museum  of  Archaeology,  Toronto 


a  pair  of  running  animals  facing  one 
another  alternates  with  a  pair  of  sitting 
birds  similarly  opposed.  Then,  each  of 
the  eleven  rows  below  consists  of  a  serial 
repetition  of  a  running  animal  and  a 
conventionalized  tree,  another  way  of 
alternating  the  ideas  of  motion  and  rest. 
Further,  the  number  of  figures  in  the 
rows  regularly  shifts  between  nine  and 
eight.  Lastly,  an  exact  balance  is  struck 
in  that  the  total  of  ninety-four  figures  is 
equally  divided  between  animals  and 
trees.  This,  plainly,  is  a  scheme  of  the 
baldest  mechanical  character;  but  by  a 
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master  stroke  the  artist  has  dispelled 
the  impression  usually  left  by  such  an 
arrangement,  through  adopting  the  sim- 
ple device  of  duplicating,  not  every 
second,  but  every  fifth  line. 

The  diversity  of  the  animals  and 
birds  depicted  on  the  tapestries  sug- 
gests the  catalogue  of  a  zoological  gar- 
den. On  the  single  curtain  figured  in 
Figure  l,  fourteen  different  kinds  of 
animals,  without  counting  the  dragon, 
are  delineated,  and  this  variety  is  fur- 
ther enhanced  by  the  duplication  of 
several  of  these  animals  in  other  atti- 
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Fig.  9. — Fragments  of  Hellenistic  Tapestries  from  Egypt — Third  to  Sixth  Century  a.D.   In  the  Walter  Massey 
Collection,  Royal  Ontario  Museum  o(  Archaeol<^y,  Toronto 


tudes.  To  be  sure,  this  curtain  is  an 
exceptionally  remarkable  specimen,  yet 
of  itself  it  is  sufficient  to  prove  that 
among  the  weavers  of  Panopolis  there 
existed  artists  of  a  distinctly  creative 
type.  Surveying  the  broad, field  of  the 
fabrics,  we  note  among  the  animals 
studied  the  lion,  panther,  leopard,  wild 
boar,  deer,  ibex,  goat,  rabbit,  turtle, 
horse,  and  dog;  these  are  sometimes  dis- 
posed singly,  but  generally  in  rows, 
cither  rampant  ot  courant,  and  never  in 
absolute  repose.  Hence  one  can  readily 
understand  the  striking  illusion  of  life 
produced  on  the  curtain  to  which  refer- 
ence has  just  been  made.  As  a  rule,  the 
craftsmen  were  le.ss  successful  in  their 
delineation  of  birds,  owing  to  greater 


difficulties  of  drawing  as  well  as  to  the 
fact  that  the  subjects  were  commonly 
shown  at  rest;  but  deficiencies  of 
draughtsmanship  were  often  concealed 
by  a  skilful  use  of  color.  Rarely  was 
the  designer  as  true  to  nature  in  this 
field  as  in  the  studies  presented  in 
Figure  2.  Among  the  birds  treated  are 
the  goose,  duck,  cock,  eagle,  sparrow, 
quail,  and  dove,  the  last  two  occurring 
with  a  frequency  about  proportionate 
to  the  increase  of  Christian  influences 
on  the  art  of  the  time. 

Allied  to  the  foregoing  forms  are  gro- 
tesque figures  almost  wholly  derived 
from  Greek  mythology;  these  include 
Centaur,  winged  horse,  hippocamp, 
dragon,  Satyrs,  Sileni,  and  Tritons. 
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Mythology  also  seems  to  be  the 
source  of  a  large  majority  of  the  purely 
human  types  of  form,  such  as  Dionysus 
and  his  Msenads,  Heracles,  the  Nereid 
nymphs.  Victory,  Cupid,  and  the  Ama- 
zons. On  the  other  hand,  there  is  a 
small  minority  which  may  possibly  be 
traced  back  to  this  same  origin,  but 
which  are  in  all  probability  genre  scenes 
more  or  less  conventionalized.  In  this 
class  may  be  counted  dueling  warriors, 
now  armed  with  spears,  swords,  or 
bows,  now  hurling  stones  at  their  adver- 
saries, now  defending  themselves  with 
shields.  Besides  these,  there  are  gladia- 
tors and  huntsmen  in  combat  with  wild 
beasts,  and  horsemen  riding  on  mounts 
equipped  with  all  the  classical  trap- 
pings. A  fairly  common  design  shows 
a  boy  astride  a  running  lion,  a  theme 
which  may  have  been  drawn  from  the 
Dionysiac  group  of  myths.  Finally, 
there  are  found  studies  of  negroid  types, 
which  compare  favorably  with  pictures 
sometimes  seen  on  the  Attic  vases. 

The  outstanding  impression  left  on 
the  mind  by  these  human  and  quasi- 
human  figures  is  that  they  are  almost 


instinct  with  life.  The  votaries  of  Dio- 
nysus actually  seem  to  be  going  through 
the  evolutions  of  their  ritual  dance,  and 
the  fighters  to  be  engaged  in  real  strife. 
Even  the  more  rudely  drawn  forms 
seldom  fail  to  suggest  action  and  vital- 
ity. This  result  was  achieved  mainly 
through  a  consistent  observance  of  a 
fundamentally  correct  anatomy  of  the 
human  form,  the  realistic  modeling  of 
contours  being  secondary.  Drapery, 
though  sketched  with  few  lines,  was 
always  so  represented  as  to  conform  in 
flow  and  fold  to  the  action  of  the  figure. 
At  first,  color,  too,  was  a  mere  acces- 
sory to  the  art  of  producing  the  charm 
and  illusion  of  life.  After  the  sixth  cen- 
tury, however,  the  artists  seemed  to 
lose  their  high  ideals,  not  because  of 
waning  skill,  but  rather  on  account  of  a 
change  in  public  fashion  and  taste.  In 
the  end  the  pure  classical  tradition  en- 
tirely disappeared  and  the  lively  and 
beautiful  creatures  of  Hellenic  fancy 
were  crowded  out  of  the  field  of  textile 
decoration  by  the  stifT  and  stilted  inven- 
tions of  the  Byzantine  mind. 

Princeton  University 


Fig.  io. — Portrait  on  a  Hellenistic  Tapestry  from  Egypt 
— Fourth  or  Fifth  Century  a.d.  In  the  Metropoli- 
tan Museum  of  Art,  New  York 
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The  Ruins  ot  the  Greek  Temple  of  f'oseidon  at  Suniura.   Still  perfectly  while.   Fifth  Century,  B.C. 


SUNIUM 

"These  are  the  strings  of  the  Mgean  lyre 
Across  the  sky  and  sea  in  glory  hung: 
Columas  of  white  thro'  which  the  wind  has  flung 
The  clouds  and  stars,  and  drawn  the  rain  and  fire. 
Their  flutings  now  to  fill  the  notes'  desire 
Are  strained  and  dubious,  yet  in  answer  young 
They  cast  their  full-blown  answer  far  along 
To  where  in  sea  the  island  hills  expire. 
How  bravely  from  the  quarry's  earthen'gloom 
In  snow  they  rose  amid  the  blue  to  stand 
Melodious  and  alone  on  Sunium! 
They  shall  not  wither  back  into  the  land. 
The  sun  that  harps  them  with  his  golden  hand 
Doth  slowly  with  his  hand  of  gold  consume." 

TRUMBULL  STICKNEY 
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THE  GREEK  THEATER  AT  BLOOMFIELD  HILLS. 
MICHIGAN 

Clyde  K.  Burroughs 


WITH  the  dedication  of  the 
Greek  Theater  at  Cranbrook, 
the  country  estate  of  Mr. 
George  G.  Booth  at  Bloomfield  Hills, 
Michigan,  a  most  significant  achieve- 
ment in  the  art  of  the  theater  and  in  the 
artistic  Hfe  of  Detroit  was  experienced. 

Some  twenty  miles  removed  from 
the  turmoil  of  the  busy  city  of  Detroit 
an  audience  of  several  hundred  people 
assembled  on  the  evenings  of  June  26, 
27,  and  28,  1916,  in  a  Greek  Theater 
with  all  its  simplicityof  form  and  beauty 
of  design,  whose  vaulting  roof  was  the 
blue  heavens  and  whose  walls  were  the 
und  ulating  forests  and  evergreen  hedges, 
their  decoration  ever  changing  with  the 
changing  light  and  colors  of  the  de- 
scending sun.  Here  the  audience  was 
transported  into  other  lands  and  other 
times  in  the  twinkling  of  an  eye,  and  so 
rapt  was  the  attention  of  the  onlookers 
at  the  ever-changing  picture,  accom- 
panied by  appropriate  cadences  of  the 
chorus,  and  the  poetic  lines  which 
seemed  in  accord  with  the  mystery  of 
the  changing  night  and  adapted  to  the 
setting,  that  they  lost  themselves  in 
the  intimate  scenes  before  them  and 
were  true  participants  in  the  romance 
of  other  times. 

The  Cranbrook  Masque,  composed 
especially  for  the  dedication,  was  writ- 
ten by  Sidney  Coe  Howard,  of  Cam- 
bridge, and  was  produced  under  the 
direction  of  Sam  Hume.  The  choral 
character  of  the  Greek  Theater  was 
retained,  the  State  Normal  College 
Choir  rendering  the  musical  program 
under  the  direction  of  Frederick  Alex- 
ander, and  Miss  Constance  Binney,  of 
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the  Little  Theater,  New  York,  directing 
the  dances.  Weston  Gales,  director  of 
the  Detroit  Symphony  Orchestra,  was 
in  charge  of  the  orchestra.  The  cos- 
tumes, forming  one  of  the  most  attrac- 
tive features  of  each  successive  picture, 
were  designed  by  the  Arts  and  Crafts 
Society. 

The  theme  of  the  Masque  was  fur- 
nished the  author  by  the  Arts  and 
Crafts  Society.  It  sets  forth  the 
triumph  of  romance  and  imaginative 
power  over  the  world  of  every  day. 
Poetic  Drama,  boon  of  the  gods,  is 
hedged  in  and  beset  at  every  turn  by 
the  material  world,  only  to  burst  its 
bond  to  find  new  freedom  and  new 
forms  of  expression.  Orpheus,  the  per- 
sonification of  poetry,  and  his  cohorts. 
Pan,  high  god  of  merriment,  and  Fool's 
Gold,  spirit  of  fancy,  encounter  in  each 
succeeding  episode  the  greed,  stupidity, 
and  worldly  desires  as  personified  by 
Aristseus,  the  selfish  lover  of  Eur>'dice, 
and  Caliban,  the  embodiment  of  the 
gross  and  sordid  aims  of  life. 

"The  Cranbrook  Masque"  was  so 
timed  and  the  episodes  so  arranged  as 
to  take  advantage  of  all  the  charms  of 
nature's  settings.  The  Tragic  Actor 
came  forth  in  the  gloaming  of  eventide 
and  pronounced  his  impressive  intro- 
duction : 

"I  am  come  out  to  speak  the  poet's  word. 
To  tell  you  briefly  what  shall  pass  herein. 
To  set  these  pages  he  has  scribbled  on 
Before  you,  soberly,  to  warn  you  how 

He'd  have  you  take  them Though  you 

shall  5nd  much 
To  please  your  eyes,  somewhat  to  make  you  laugh, 
His  book  is  history,  the  book  o'  the  world, 
Solemn  enough  for  all  its  mad  mistakes, 
Romance's  book — So  I  am  come  for  him 
To  beg  you  watch  this  little  patient  while. 
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The  Greek  Dance  concluded  with  this  living  frieze, 

Miss  Constance  Binney,  of  the  Little  Theater 

then 

His  gods  and  saints,  adventurers  and  fools 
To  watch  them  how  they  follow  high  Romance, 
Romance  engendered  of  the  breath  of  God: 
Romance  with  eyes  of  gold  and  lips  of  flame. 
That  speaks  the  spirit  out  of  every  a; 


And   though   you   laugh    ....    remember  this  the 

Gods,  saints,  adventurers,  and  fools, 

When  they  have  played  their  parts  out.  then  shall  I 

Come  here  again  to  you,  and  speak 

My  sober  word  again,  and  end  the  piece. 

Afl  you  shall  see    ...    .   Set  on!" 

The  Masque,  proper,  was  divided 
into  five  episodes.  The  first  or  Greek 
Episode  transports  the  audience  back 
to  a  Hellenic  setting  and  tells  with  new 
significance  the  beautiful  story  of 
Orpheus  trying  to  lead  back  his  beloved 
Eurydice  from  the  land  of  shadows. 
As  the  players  make  a  long  and  impres- 
sive approach  to  the  stage,  their  move- 
ments reflected  in  the  rectangular  pool, 
they  form  an  ever-changing  and  beau- 
tiful picture.  The  chorus,  unaccom- 
panied, sings  the  "Hymn  to  Apollo" 


ne  of  many  charming  tableaux  in  the  "Cranbrook  Masque." 
New  York,  is  in  the  center.    Detroit  debutantes  form 
it  of  the  group 

in  a  slow  and  solemn  Greek  measure,  at 
the  conclusion  of  which  the  leader  and 
chorus  are  harmoniously  grouped  in 
the  grass-covered  area  of  the  orchestra. 
Then  comes  Aristseus,  bemoaning  his 
fate  at  the  hands  of  the  gods.  His 
labors  are  wasted,  his  bees  have  been 
slain,  his  orchards  uprooted,  and  his 
fruitful  fields  lie  in  great  desolation^ 
a  curse  of  the  gods  because  of  his  selfish 
love  for  Eurydice.  As  the  twilight 
deepens  Orpheus  comes  leading  Eury- 
dice back  from  the  underworld.  In  con- 
trast to  the  sensuous  love  of  Aristaeus 
is  the  idealistic  love  of  the  poet.  He  is 
hopeful  and  impels  her  on  with  his 
visions  of  the  future  and  what  lies  be- 
yond. She  pleads  with  him  for  his  love. 
At  first  it  appears  that  idealistic  love 
will  prevail;  then  sensuous  love  grows 
strong  in  the  conflict,  and,  yielding  to 
her  entreaties,  Orpheus  turns  to  the 
forbidden   embrace  and   kisses   Eur>'- 
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dice.  The  Shades  then  eagerly  crowd 
up  and  surround  her  and  she  slips  from 
his  hands  and  is  swirled  away  from  him 
in  a  crowd  of  dim  draperies.  Orpheus 
is  plunged  into  deep  despair.  Caliban 
joins  Aristaeus  in  mocking  the  sorrow 
of  the  poet,  and  Orpheus,  rising  to  their 
taunts,  takes  up  his  lyre  and  says: 

"Now  I  shall  have  no  sorrow  of  mine  own. 
From  this  day  forth  I  give  my  life  to  song. 
If  I  have  lost  Eurydice,  the  world 
Has  gained  her. 

No  poet  ever  but  shall  know  her  story, 
No  lover  ever  but  shall  weep  her  name, 
No  minstrel  ever  but  shall  sing  her  fate 
Made  deathless  in  my  lyrics. 
Now  in  a  thought,  now  in  a  whispered  word. 
Now  in  a  strain  to  thrill  eternity 
I'll  till  the  ear  of  the  listening  world 
And  cleave  the  walls  of  heaven  with  mv  cadence. 
Let  paeans  sound  out  clear  in  praise  of  tier. 
And  order  dances  in  her  memory!" 

"While  yet  men  sing,  while  dance  is  rhythmic  yet, 
Eurydice.  whose  mournful  words  are  stilled. 
Whose  hair  blows  only  for  my  darkened  eyes, 
More  radiant  shall  endure,  more  beautiful 
In  song,  than  ever  in  the  broken  light 
Of  day." 

While  Orpheus  makes  this  declama- 
tion, from  ail  parts  of  the  theater  come 
the  dancers.  He  strikes  his  lyre  and 
the  choric  dance  follows. 

In  the  meantime.  Pan,  high  god  of 
merriment,  stands  perched  upon  the 
parapet  of  the  orchestra,  his  pipes  at 
his  lips,  listening  to  Orpheus  and  watch- 
ing until  the  dance  is  ended.  He  then 
joins  Orpheus,  commends  the  latter's 
spirit  and  tells  him 


he  will  lead  him  to  Eurydice.  He  calls 
Fool's  Gold,  the  dancing  spirit  of  fancy, 
and  instructs  him  to  attend  upon  the 
poet  as  servitor.  He  then  opens  up  to 
Orpheus  the  realms  of  imagination 
through  which,  as  the  scene  ends,  the 
poet  obtains  a  vision  of  his  beloved 
Eurydice, 

The   second   or   Mediseval    Episode 
opens   with   a   fifteenth -century   Gre- 


gorian chant,  and  the  audience  is  easily 
translated  to  the  court  of  Lorenzo  the 
Magnificent,  where  art  and  poetry  held 
sway.  The  poet  here  lives  the  cloistered 
life  of  a  young  monk.  He  has  a  miracle 
play  which  is  brought  within  the  com- 
prehension of  the  townspeople  by  the 
use  of  their  own  language  in  place  of 
the  formal  Latin.  Pan  in  the  guise  of 
a  brother  monk  encourages  the  poet. 
Fool's  Gold  as  a  jongleur  bids  the  town- 
folk  to  the  market-place  to  see  the  play. 
The  people  gather  in  the  orchestra  and 
seat  themselves.  The  minstrel's  trade 
is  out  of  tune  with  the  religious  times 
and  Fool's  Gold  bemoans  his  hunger 
whilst  he  performs  attendance  on  the 
poet  monk.  A  Gregorian  chant  is  heard 
oflf  stage  and  the  procession  of  the 
nativity  enters.  Monks,  angels,  shep- 
herds, and  finally  the  Magi  with  their 
gorgeous  retainers  enter,  and  take  their 
places  about  a  covered  screen-up  stage. 
The  young  monk  (our  poet)  moves  for- 
ward, facing  the  screen,  and  petitions 
the  virgin.  As  he  kneels,  the  curtains 
are  parted  and  the  virgin  is  disclosed, 
seated  enthroned^s  in  adoration.  It  is 
a  most  beautiful  tableau,  not  unlike  a 
fifteenth-century  madonna.  The  Magi 
present  their  gifts,  the  shepherds  pray. 
The  curtain  slowly  closes  and  the  pro- 
cession takes  its  departure — all  except 
the  young  monk,  who  remains  kneeling. 
The  curtains  part  a  second  time  and  the 
virgin  extends  her  hand  and  smiles 
upon  him  as  the  tableau  ends. 

Throughout  this  episode  the  light- 
ing effects  were  marvelous,  Mr.  Hume 
seems  to  have  employed  the  "Cupola 
Horizon"  of  Heaven's  vast  vaulting, 
and  his  accomplishment  in  lighting  was 
such  that  the  apparition  of  the  virgin 
was  scarcely  less  miraculous  to  the 
assembled  audience  than  it  would  have 
been  to  the  peasants  of  the  fifteenth 
century. 
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Finale  of  the  Greek  Episode,  Orpheu 


left;  Pan  and  Satyrs,  left  a 
Caliban,  right 


ch:  Fool's  Gold,  center  arch;  Aristseus  and 


In  the  third  or  Elizabethan  Episode, 
poetic  drama  takes  the  form  of  spring- 
time revels  on  the  village  green.  Cali- 
ban, ever  opposed  to  the  realms  of 
fancy,  is  discovered  asleep  on  the  stage, 
typifying  the  world's  dull  winter  aspect. 
Small  boys  hector  him  and  he  chases 
them  about.  Dancing  girls  as  Eliza- 
bethan peasants  enter  and  arrange  gar- 
lands. With  a  jingling  of  bells  Fool's 
Gold  (now  Robin  Goodfellow)  enters 
and  joyfully  proclaims  the  May  Day. 
While  he  disputes  with  Caliban,  yeo- 
men enter  in  costumes  of  Lincoln  green 
singing  a  glee  and  carrying  a  throne 
upon  which  Pan  sits  fantastically  robed, 
with  a  scepter  and  a  crown  of  green 
things.  He  is  now  master  of  the  morris 
dancers.  The  poet  is  now  a  strolling 
actor,  Diccon  o'  Bells  from  London 
Town,  who  recounts  his  dancing  ex- 
ploits with  such  braggadocio  that  none 
can  be  found  who  will  dance  with  him. 
As  he  is  about  to  depart,  Maid  Marion, 
a  peasant  of  the  town,  comes  in.  A 
dancing  contest  is  staged  between  Dic- 
con and  Marion  and  the  latter  dances 
him  down. 

While  the  dancers  and  maids  mock 


Diccon,  a  sea  captain  enters  with  a 
group  of  mariners  calling  for  volunteers 
for  adventures  in  the  New  World.  They 
have  already  chained  Caliban,  who,  as 
he  goes,  proclaims  that  he  goes  willingly 
"because  this  world  is  mad  with  songs 
and  dances  and  mad  with  things  in 
general"  and  he  threatens,  "Aye,  Pan, 
I'll  breed  my  wolflings  in  Virginia,  away 
from  all  your  dreams,  and  when  they're 
strong  enough,  I'll  bring  them  home 
to  you." 

Diccon  smells  romance  in  the  mari- 
ner's adventure  and  volunteers,  and 
Fool's  Gold  joins  him  as  a  stowaway. 

The  fourth  Episode  is  set  in  the 
period  of  the  Italian  Renaissance,  To 
the  betrothal  feast  of  Lady  Columbine 
and  Lord  Pavanello,  Pan,  now  the 
Major  Domo,  summons  Harlequin  (our 
poet)  to  compose  the  betrothal  ode,  a 
dinner  for  himself  and  his  servant  Fool's 
Gold  is  to  be  his  reward.  Lord  Pava- 
nello (Aristaeus  in  a  new  guise)  is  con- 
ceited, effeminate,  and  vain.  Harle- 
quin, a  saucy  fellow,  wins  the  regard 
of  Columbine  by  his  dash  and  spirit. 
Pavanello,  incensed  at  the  poet's  lib- 
erty, and  the  favor  his  betrothed  be- 
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stows  on  the  poet,  steps  forward  and 
asks,  "Who  are  you,  sirrah?" 
Harlequin  replies; 

"I  am  Harlequin  the  poet — I  am  Harleauin  the 
poet  —  1  was  born  in  Bergamo,  and  for  cer- 
tain  Orpheus  was  my  father  and  Eurydice  my 
mother,  for  they  are  the  parents  of  all  poets.  I 
got  my  art  of  Pan  and  my  manner  of  Titania. 
This  rabbit's  tail  is  the  symbol  of  my  courage  for 
I  run  fast  and  far  ...  .  that  is  my  lute,  this 
'a  my  sword,  and  these  be  my  Sunday  clothes 
which  I  wear  only  for  weddings,  as  they  eat  out 

soon  and  are  very  dear I  make  my 

living  by  fair  means  and  some  others,  and 
....  when  luck  is  with  me,  by  poetry. 
Now  I  must  confess  it,  I  have  never  so  much  as 

a  penny For  all  thai  1  am  as  good  as 

many  another." 

The  poet  gains  a  stolen  interview 
with  Columbine  and  plans  to  run  away 
with  her.  The  hired  assassins  of  the 
bridegroom  attack  them,  but  are  beaten 
off. 

Then  the  theme  of  Caliban  is  sounded 
and  he  comes  into  the  orchestra  gorge- 
ously dressed  in  a  robe  of  purple  and 
crowned  with  gold.  His  old  sloth  is 
missing.  There  is  a  new  note  of  assur- 
ance in  his  voice.  Little  negroes  bear 
his  train  and  he  scatters  gold  from  a 
bag  as  he  walks.  Before  his  swagger 
Pan's  old  banter  gives  way  to  fear.  A 
note  of  timidity  is  heard  in  his  voice 
as  he  still  tries  to  command.  Caliban 
reminds  him: 

"All  the  while  you  have  played  at  malce-believe, 
I  have  been  hiding  in  the  great  new  world. 
The  real  new  worfd— And  now  I  am  come  home 
The  great  man  of  the  great — 


Pan,  Fool's  Gold,  and  the  Poet  are 
fettered  in  chains  of  gold.  The  age  of 
greed  has  come  and  merriment,  fancy, 
and  imaginatioji  are  subservient  to  its 
whim.  Caliban  boasts  that  he  rules  the 
theater.  That  writers  too  are  his  and 
that  everything  the  world  wants  he  can 
give  it.  Poets,  writers,  and  theaters  are 
busy  with  real  things. 

Then  comes  again  the  Tragic  .Actor, 


prophesying  that  the  power  of  gold  is 
not  absolute  and  that  beauty  and 
romance  are  still  abroad  in  the  world, 
to  be  discovered  under  new  guises  and 
in  new  things,  and  pronouncing  the 
dedicatory  speech  into  which  one  may 
read  broad  significance  as  to  the  ulti- 
mate usefulness  of  the  Greek  Theater 
which  Mr.  George  G.  Booth  has  con- 
ceived and  built  and  which  the  Society 
of  Arts  and  Crafts  so  ably  dedicated: 

"O  rare  Romance,  grave  queen  of  the  untimed. 
Bend  down  upon  us  here  thy  serene  gaze. 
That  holds  eternities  but  passing  days, 
And  vain  humanity  a  song  unrhymed; 
Bend  down  thy  face  on  us,  thy  votaries, 
O  ageless  diadem  of  every  age. 
Here,  for  thy  fame,  we  offer  thee  this  stage. 
An  altar  sacred  to  thy  mysteries. 

Send  forth  from  here  new  men  to  seek  new  goals; 

Strike,  here,  the  heart  of  lust  with  bloody  scars; 

Set  poetry  here  a-singing  in  men's  souls; 

Light  in  men's  lives  the  splendour  of  the  stars. 

So  let  incense  burn  to  fantasy. 

Andprayeron  prayerbegivenall  reverently 


Heartened  by  the  prophesy  of  the 
Tragic  Actor,  the  Poet  and  Pan  find 
their  powers  restored.  They  break  the 
bonds  with  which  they  have  been  en- 
thralled and  as  the  scene  ends,  through 
the  central  arch,  the  Poet  catches  a 
glimpse  of  his  beloved,  propelled  toward 
him  across  the  waters  in  a  fairy  boat. 
She  speaks  to  him  and  he  again  goes 
forth  accompanied  by  Pan  and  Fool's 
Gold,  on  his  eternal  quest  for  beauty. 


The  Greek  Theater  at  Cranbrook  is 
an  inspirational  venture  conceived  and 
carried  out  by  Mr.  George  G.  Booth, 
on  whose  estate  it  is  located.  A  man 
with  great  capacity  for  business  and  a 
full  measure  of  appreciation  of  the  fine 
arts  is  a  rare  combination.  Such  a  man 
is  Mr.  Booth.  In  a  way,  the  Cranbrook 
Masque  typifies  his  lifelong  attitude. 
The  gold  and  dross  of  the  material 
world  has  not  blinded  him  to  the  beau- 
ties of  nature  and  art  and  the  joys  of 
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craftsmanship.  Through  all  the  years 
he  has  gone  from  his  desk  where  he 
plays  an  important  r6Ie  in  the  affairs  of 
men,  bringing  his  trained  mind  and 
faculties  to  the  wholesome  recreation  of 
the  arts  and  crafts.  He  has  found  time 
not  only  for  passive  appreciation  and 
enjoyment,  but  for  real  accomplish- 
ment. He  has  tried  his  hand  at  iron- 
work and  at  the  making  of  beautiful 
books,  and  success  was  assured  him 
from  the  outset,  for  with  the  impulse 
came  application  and  a  rare  intelligence 
in  carrying  it  out. 

He  is  also  a  collector  and  connoisseur 
of  the  crafts.  The  George  G.  Booth 
Loan  Collection  of  small  bronzes,  metal- 
work,  and  other  objects  in  the  Detroit 
Museum  of  Art  is  one  of  importance  and 
gives  this  museum  an  impetus  in  a  field 
quite  distinctive  among  American  mu- 


seums. Under  his  direction  undulating 
farm  and  forest  lands  gave  way  to  a 
great  cultivated  Eden.  His  broad  acres, 
spreading  over  the  hills  and  valleys  of 
Oakland  County,  have  been  trans- 
formed into  a  garden  spot  comparable 
only  with  the  beautiful  estates  of  the 
Old  World. 

Into  this  beautiful  setting  the  Greek 
Theater  is  placed.  The  approach  from 
the  roadway  is  over  a  velvety  lawn  pas- 
sage flanked  by  a  small  spruce  and  ever- 
green hedge.  The  theater  itself  is  hid- 
den from  view  by  evergreen  trees  and 
it  is  a  rare  experience  as  one  passes  the 
barrier  of  green  to  suddenly  find  him- 
self in  a  Greek  theater,  true  to  form, 
with  white  marble  seats  arranged  in  a 
semi-circle  about  the  grass-platted  or- 
chestra, beyond  which  a  stage  with 
much    simplicity  of   arrangement    and 
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beauty  of  form  confronts  one.  A  rect- 
angular basin  back  of  the  stage  proper, 
mirrors  the  ever  -  changing  tableau 
effects  of  the  actors,  as  they  make 
their  entrance  from  the  back.  The 
grass-carpeted  orchestra  and  the  green- 
er>'  of  the  decorations  pleasantly  relieve 
the  white  of  the  theater  proper. 

The  Society  of  Arts  and  Crafts  in 
Detroit,  established  more  than  ten 
years  ago,  under  the  presidency  of  Mr. 
Booth,  has  given  much  attention  to  the 
art  of  the  theater  in  past  years.  As 
early  as  1910  this  society  showed  its 
interest  in  pageantry  by  bringing  to 
this  country  Miss  May  Morris  of  Eng- 
land, for  a  lecture  on  "Pageantry  and 
the  Masque."  This  was  followed  In 
subsequent  years  by  other  lectures, 
notably  those  of  Mr.  George  Pierce 
Baker,  of  Harvard  University,  on  the 
"Civic  Drama;  the  Pageant  and  the 
Municipal  Theater"  and  on  "The 
Newer  German  and  English  Staging  of 
Plays."  Still  more  recently,  on  the  joint 
initiative  of  the  Society  of  Arts  and 
Crafts  and  the  Detroit  Museum  of 
Art,  a  lecture  on  "Pageantry"  by  Mr. 
Joseph  Linden  Smith  was  given,  and  a 
stagecraft  exhibition,  arranged  by  Mr. 
Sam  Hume,  was  held  last  year  at  the 
Detroit  Museum  of  Art,  consisting  of 
models  of  stage  settings  by  men  eminent 
in  their  craft,  and  of  which  the  Cupola 
Horizon — a  device  for  lighting,  experi- 
mentally employed  in  Germany — was 
the  most  interesting  feature. 


The  function  of  the  Greek  Theater, 
especially  with  reference  to  its  endur- 
ing influence  on  the  community,  is 
obvious.  The  auspicious  beginning 
which  it  has  had  would  indicate  a 
clearly  defined  usefulness — a  usefulness 
which  has  to  do  with  initiative;  that 
solves  new  dramatic  problems;  that 
tries  mechanical  experiments  which 
receive  little  encouragement  under  com- 
mercial management.  Here  the  Muses 
may  disport  themselves  in  a  new  order. 
Melpomene,  Thalia,  Euterpe,  Poly- 
mnia,  and  Terpsichore,  break  the 
golden  fetters  of  commercial  enterprise 
and  join  hands  in  a  new  freedom, 
choosing  their  votaries  from  those  resi- 
dent about  Bloomfield  Hills.  Tied  by 
heart  strings  to  the  successful  issue  of 
the  performance,  the  whole  community 
jealously  watches  with  native  pride  and 
interest  the  outcome.  Here  too  the  poet 
and  composer  will  find  an  untrameled 
inspiration.  They  may  soar  into  the 
realms  of  the  beautiful  with  assurance 
that  opportunity  awaits  their  best 
efforts.  Here  the  master  of  stagecraft 
may  develop  his  art,  trying  out  new 
devices  and  employing  new  effects 
which  the  cupidity  of  commercial 
drama  will  not  admit.  Here  Apollo 
reigns  supreme,  sending  out  from  hence 
his  divine  spark  into  the  world  to  inspire 
men  with  new  visions  and  hearten  them 
to  more  noble  tasks. 

Detroit  Museum  of  Art 
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The  Altoviti  Venus  acquired  by  Mr.  John  D.  Rockefeller 

IN  the  excellent  new  monthly  magazine,  devoted  to  the  higher  ideals,  The  Art 
World,  Vol.  I,  No.  2,  pp.  II2-I8,  is  an  interesting  article  by  Charles  De  Kay 
on  the  Altoviti  Venus  (see  page  180).  This  is  the  first  article  to  give  all  the  facts 
concerning  the  history  of  this  statue  from  the  Altoviti  palace  in  Florence  which 
has  puzzled  archaeologists  ever  since  its  discovery  about  twenty-five  years  ago. 
It  was  shown  at  the  World's  Fair  in  Chicago,  later  at  the  National  Arts  Club  in 
New  York,  and  in  London  and  Paris,  where  Rodin  admired  it  much.  It  has 
recently  been  enshrined  by  Mr.  John  D.  Rockefeller  in  a  circular  temple  at 
Pocantico  Hills,  which  was  illustrated  in  the  New  York  Times  for  February  4th. 
Mr.  De  Kay  says  that  this  life-size  figure  is  of  Pentelic  marble  (which  I  should 
doubt)  and  praises  its  perfection  of  modeling.  "In  some  respects  such  as 
beauty,  technical  finish,  and  preservation  from  injuries  it  surpasses  almost 
all  the  marbles  that  have  survived  to  the  present  day."  There  are  many 
peculiar  features  about  the  statue.  There  are  holes  in  the  ear-lobes  for  earrings, 
a  circular  depression  round  the  upper  left  arm,  and  a  curious  strap-like  object 
over  the  right  hand,  which  Mr.  De  Kay  interprets  as  a  talisman  or  the  famous 
kestos.  On  the  base  beneath  the  dolphin  there  are  "faint  ripple  lines  to  indicate 
sea  sand,"  on  which  the  sea-bom  goddess  is  standing,  ready  to  receive  the  worship 
of  her  adorers.  These  unique  features,  and  especially  the  position  of  the  hands, 
the  pose,  and  the  whole  genera!  style  seem  to  me  contrary  to  the  art  of  Praxiteles 
as  known  from  literary  sources  and  extant  copies  and  originals.  There  is  a 
decided  diflference  between  the  Cnidian  Aphrodite  and  the  Altoviti  Venus,  but 
a  remarkable  resemblance  to  the  Medici  Venus,  which  we  reproduce  on  page  182, 
in  pose,  in  the  position  of  legs  and  hands,  in  the  dolphin,  in  the  form  and  expres- 
sion of  the  face,  in  general  style  and  proportions.  There  are  even  modern  marks 
on  the  restored  left  arm  as  on  the  Naples  Venus,  which  may  have  suggested  the 
depressions  on  the  Altoviti  Venus.  It  is  said  by  Mr.  De  Kay  that  when  Ferrata 
in  1675  restored  the  arms  of  the  Medici  Venus,  he  must  have  had  the  Altoviti 
Venus  t<v measure  from,  but  in  order  not  to  mar  the  delicate  contours  of  the 
bosom,  he  placed  the  finger-tips  of  the  right  hand  near,  but  not  in  contact  with 
the  left  breast.  The  conclusion  of  Mr.  De  Kay  is  that  the  Altoviti  Venus  is  an 
original  by  Praxiteles,  that  Phryne  was  the  model  and  that  the  original  was  in 
Athens,  where  Kleomenes  could  see  it  about  250  B.C.,  when  he  sculptured  the 
structurally  and  technically  inferior  Venus  de'  Medici;  and  others,  such  as 
Professor  Lant6ri,  of  the  South  Kensington  Schools,  sculptor,  teacher,  and 
traveler  in  Greece,  hold  the  same  view.  La  Farge  suggested  Scopas,  and,  accord- 
ing to  Mr.  De  Kay,  Benvenuto  in  a  note  to  Dante's  Purgatorio  (1375  a.d.), 

I  181] 

Digitized  by  Google 


,  Google 


ART  AND  ARCHAEOLOGY 

attributed  it  to  Polyclitus;  but  until  some  of  the  unique  features  of  this  statue 
are  found  in  statues  which  can  be  definitely  dated  as  early  as  Praxiteles,  I  fear 
some  scholars  will  date  this  statue,  if  really  ancient,  in  the  Hellenistic  Age,  at 
least  a  hundred  years  after  Praxiteles,  when  his  influence  still  existed,  but  in  a 
modified  style.  If  it  is  true  that  technically,  so  far  as  all-round  perfection  of 
modeling  is  concerned,  the  Altoviti  Aphrodite  is  finer  than  the  Hermes  of  Praxi- 
teles, this  only  proves  the  point,  for  technical  perfection  of  modeling  is  a  charac- 
teristic of  Hellenistic  art,  as  well  as  anatomical  detail  such  as  this  statue  shows. 


Classic  Form  in  Modem  Color 

MAVROGORDATO  has  recently  done  a  water-color  sketch  of  the  Greek 
Theater  at  Syracuse.  With  its  deep  blue  streaks  of  water,  its  chiaroscuro  of 
theater  seats  partly  in  a  purple  shadow,  partly  in  light  yellow  radiance  under  the 
sun,  and  the  purple  and  yellow  seats  set  off  by  a  medizeval  tower  with  a  brilliant 
red  roof,  with  its  field  of  light  green,  and  with  its  olive-green  strip  of  trees  above 
which  in  the  middle  distance  rises  the  town  of  Ortygia,  the  artist  has  set  ancient 
and  modern  Syracuse  in  striking  harmony. 

J.  H.  Fry's  Thetis  is  a  beautiful  nude  woman,  no  goddess  at  all,  who  kneels 
on  a  rock  below  dark  beetling  cliffs,  and  gazes  intently  into  the  jet  blackness 
of  unfathomable  water.  But  without  her  name  she  might  as  well  be  Hero  as 
Thetis. 

A  young  English  painter,  S.,  Nicholson  Babb,  in  his.  "Love  and  the  Vestal," 
has  touched  a  well-worn  theme  with  a  deft  reverence.  In  the  hand  of  a  mis- 
chievous tousled -headed  boy  the  painter  has  put  a  torch,  while  the  face  of  the 
Vestal  (not  quite  true  to  archaeological  life)  wears  a  sad  and  longing  look  of 
resigned  despair. 

S'.  M.  Wiens  has  in  the  Tate  Gallery  a  "Girl  and  Lizard."  A  naked  girl  is 
lying  on  a  rock  peeping  over  at  a  lizard  below.  One  cannot  help  but  be  reminded 
of  the  marble  Sauroctonus  or  "Lizard  Slayer,"  and  Idrac's  statue  of  Mercury 
playing  with  the  snakes  in  the  Luxembourg,  for  though  this  painting  is  like 
neither,  it  partakes  a  little  of  both. 

In  the  collection  of  Mrs.  Frank  Gibson  there  is  a  "Hermes  and  the  Infant 
Bacchus,"  done  in  oil  by  Charles  Shannon,  A.R.A.  It  is  a  round  placque  filled 
by  a  Hermes  with  hair-like  wings  to  which  the  little  Bacchus  holds  as  he  sits 
on  the  back  of  Hermes,  who,  in  a  bright  red  cloak,  flies  rapidly  along,  just  touch- 
ing the  crests  of  breaking  billows.  This  is  a  delightful  piece  of  work. 

Thomas  Girton  has  recently  done  "The  Temple  of  Clitumnus  (after  Piranesi)," 
and  Alfred  Buxton  "Salamis — The  Mourners,"  two  Greek  women  who  look  sadly 
out  to  sea.  R.  v.  D.  M. 
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An  Important  Executive  OreUr 

BY  executive  order  of  January  n,  1917,  President  Wilson  has  ordered  that 
certain  lands  adjacent  to  the  ruins  of  the  historic  Piro  pueblo  of  Gran  Quivira, 
in  New  Mexico,  be  withdrawn  "for  classification  and  pending  determination  as 
to  the  advisability  of  including  such  lands  within  the  Gran  Quivira  National 
Monument." 

Tie  Cleveland  Museum  of  Art 

'TpHE  Worcester  Reed  Warner  collection  before  being  permanently  installed  in 
•'■  the  oriental  galleries  of  the  museum  has  been  placed  on  a  two  months  col- 
lective exhibition  in  one  of  the  galleries.  The  president  and  trustees  of  the 
museum  gave  a  reception  in  honor  of  Mr.  and  Mrs.  W^arner  at  the  opening 
private  view  of  this  splendid  collection. 

Recent  Acquisitions  in  the  United  States 

'TpWO  famous  marble  statues  by  Donatello  which  have  been  in  the  possession 
■*■  of  the  Martelli  family  of  Florence,  Italy,  for  four  hundred  years  have  just 
been  added  by  Joseph  E.  Widener  to  his  collection  in  Philadelphia.  Both  are 
of  Carrara  marble.  One  is  a  full-length  statue  of  "David,  Conqueror  of  Goliath," 
holding  his  sling  in  his  right  hand,  and  standing  with  his  left  foot  upon  the  neck 
of  Goliath,  whose  head  is  shown.  The  second,  the  "Bust  of  St.  John,"  is  supposed 
to  be  taken  from  life  and  the  original  to  be  a  boy  of  the  Martelli  family.  There 
are  other  Donatellos  in  this  country,  the  bronze  "Amor"  in  the  Widener  collec- 
tion, and  the  relief  "Madonna  and  Child  surrounded  by  Angels"  belonging  to 
the  Shaw  collection  in  Boston,  being  two  of  the  best,  but  these  new  Widener 
acquisitions  are  magnificent.  B.  v.  D.  M. 

Sargent's  New  Work  in  the  Boston  Public  Library 

JOHN  SINGER  SARGENT  painted  for  the  Boston  Public  Library  in  1895.  on 
the  north  end  wall  of  the  "Sargent"  gallery,  his  designs  showing  Judaic  develop- 
ment, "The  Prophets"  being  the  most  famous  part  of  the  design.  He  painted 
"The  Dogma  of  the  Redemption"  on  the  south  end  wall  in  1903,  except  "The 
Theme  of  the  Madonna."  The  new  work  just  completed  discloses  two  wonderful 
Madonnas,  one  in  a  joyous,  the  other  in  a  dolorous,  mood.  A  head  of  John  the 
Baptist  in  a  medallion,  an  Annunciation  with  the  Five  Joyful  Mysteries,  and  a 
Crucifixion  with  the  Five  Sorrowful  Mysteries  as  decoration,  with  the  Five 
Glorious  Mysteries  in  a  medallion  above  them,  supplement  the  general  design. 
The  upper  part  of  the  east  wall  has  been  filled  with  three  lunettes  representing 
Judaism,  and  to  balance  them  on  the  west  wall  are  three  equally  striking  lunettes 


(184 1 

.y  Google 


ART  AND  ARCHAEOLOGY 

representing  Christianity.  Art  and  Archaeology  hopes  soon  to  be  able  to 
present  its  readers  with  illustrations  of  these  noteworthy  additions  to  the  already 
famous  Boston  mural  paintings.  R.  v.  D.  M. 

The  White  Collection  in  Cleveland 

'T'HE  John  G.  White  Collection  of  Folk-lore,  Oriental  and  Mediaeval  Literature, 
•'■  and  Archaeology,  now  owned  by  the  Cleveland  Public  Library,  comprises 
30,000  volumes  and  pamphlets,  with  additions  at  the  rate  of  2,000  or  3,000 
annually;  and  is  available  for  loan  to  those  interested,  whether  residents  of 
Cleveland  or  not.  The  material  is  now  in  order,  and  a  librarian  in  charge. 

The  archaeological  material,  especially  that  for  Asia,  is  of  considerable  impor- 
tance. The  publications  of  the  Archaeological  Survey  of  India  and  the  neighbor- 
ing countries  are  here,  practically  complete.  American  archaeology  is  strongly 
represented,  including  the  reproductions  of  the  Mexican  and  Maya  codices. 
Assyriology  is  strong,  and  above  all  Egyptology.  The  various  publications  of  the 
French  and  English  exploration  funds  are  practically  all  here,  and  papyrus  litera- 
ture is  abundant.  All  phases  of  Egyptian  antiquities  are  strongly  represented, 
in  addition  to-  Coptic  and  Ethiopic,  and  material  relating  to  Arabic  Egypt.  The 
file  of  periodicals  is  not  complete,  but  gaps  are  being  filled  in.  There  is  little 
classical  archaeology. 

Much  in  other  portions  of  the  collection  may  also  be  of  interest.  Oriental 
history  is  an  important  feature.  Folk-lore  and  Oriental  literature  are  to  be  found 
here  as  strongly  as  almost  anywhere  in  the  country,  periodicals,  and  linguistic 
material  forming  an  important  part.  Proverbs,  fables,  and  gipsy  lore  are  notable 
features,  while  of  ballads  there  are  several  thousand.  For  catalogues  of  manu- 
scripts in  European  and  Oriental  libraries,  the  White  collection  ranks  among  the 
first  three  or  four  of  the  United  States.  Mediaeval  literature  is  also  important 
here,  but  purely  linguistic  material  has  not  been  ordinarily  regarded  as  falling 
within  the  scope  of  the  collection.  Lastly,  over  140  languages  are  represented, 
besides  many  dialects. 

While  no  printed  lists  are  in  existence,  any  desired  book  can  be  found  readily, 
and  loans  will  gladly  be  made.  Applications  should  be  made  if  possible  through 
the  library  of  the  institution  with  which  the  applicant  is  connected;  those  not  in 
a  position  to  comply  with  this  requirement  should  state  their  case.  The  period 
for  which  books  are  loaned  is  ordinarily  two  weeks,  with  the  privilege  of  renewal 
for  two  weeks  more;  but  other  arrangements  may  be  made  if  need  warrants.  All 
communications  should  be  addressed  to  the  Librarian,  Public  Library,  Cleveland, 
Ohio. 
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The  Need  fw  Art  in  Life.  By  I.  B.  Stoughton 
Holbom.  New  York:  G.  Arnold  Shaw,  1735 
Grand  Central  Terminal,  1915.  Pp.  116.  75 
cents. 

This  little  book  by  a  well-known 
English  University  extension  lecturer, 
who  has  often  been  heard  in  America, 
despite  its  over-enthusiasm  about  Greek 
ideals,  its  slovenly  superficiality,  and 
pessimism  about  the  modern  age  is  full 
of  much  sound  philosophy  and  well- 
worth  reading.  The  modern  age  lacks 
appreciation  and  understanding  of  the 
beautiful  and  its  place  in  life.  The 
power  of  Hellenic  civilization  lay  in  its 
all-round  grasp  of  life,  which  the  world 
has  never  had  again.  It  is  the  lack  of 
art  that  has  injured  our  life  as  a  whole. 
Professor  Holborn  goes  so  far  as  to  say 
that  the  main  cause  of  the  social  evils 
of  today  is  a  want  of  art-appreciation, 
and  he  dwells  on  the  ancient  Athenian 
as  the  example  of  the  all-round  man 
who  was  fully  developed  intellectually, 
artistically,  and  morally.  The  chapters 
on  The  Greek  Gentleman,  and  Hellas 
and  The  Complete  Man,  emphasize  the 
Greek's  anti-materialism  and  anti- 
sensationalism,  and  the  fact  that  the 
whole  modern  materialistic  outlook 
would  have  been  unintelligible  to  the 
Greek.  The  Greek  was  the  founder  of 
all  Western  culture  and  modern  knowl- 
edge, and,  in  many  departments  of  in- 
tellectual activity,  he  still  remains  our 
master,  in  philosophy,  history,  oratory, 
and  certain  branches  of  mathematics. 
Part  IV  deals  with  the  Middle  Ages  and 
Renaissance,  which  developed  ostenta- 
tion and  oversensuousness.  Part  V 
shows  how  the  modern  age  lacks  the 
p)ower  to  appreciate  anything  that 
does  not  minister  to  the  self.  "The 
question  it  always  asks  is:  What  use  is 
it?   We  must  turn  to  Greece  and  catch 


its  inspiration  not  in  any  artificial 
renaissance,  re-birth,  or  copying,  but 
by  realizing  the  significance  of  a  man 
that  is  whole  and  complete,  a  man  that 
develops  no  side  of  his  being  in  excess 
and  that  leaves  nothing  out." 

While  there  are  many  wrong  Greek 
accents  and  some  inaccurate  state- 
ments, as  that  the  Greek  theater  in 
Athens,  which  seated  at  most  15,000 
to  17,000,  would  seat  many  more  than 
30,000,  the  lecture  is  a  good  and  sug- 
gestive protest  against  modern  mate- 
rialism, and  our  pleasure-loving  age 
would  certainly  receive  much  benefit 
from  the  contemplation  and  cultivation 
of  the  beautiful.  D.  M.  R. 

The  Greek  House.  Its  History  and  Develop- 
ment from  the  Neolithic  Period  to  the  Hellen- 
istic Age.  By  Bertiu  Cair  Rider.  Cambridge: 
University  Press,  1916.  Pp.  xii  +  272,  53  illus- 
trations.  G.  P.  Putnam's  Sons,  N.Y.   $3.25. 

This  is  a  thesis  approved  for  the  de- 
gree of  doctor  of  literature  in  the  Uni- 
versity of  London.  It  is,  however,  not 
an  original  piece  of  research,  but  rather 
an  excellent  summary  of  work  already 
done.  As  the  material  is  scattered 
throughout  archaeological  journals  in 
many  languages.  Miss  Rider  has  done 
a  great  service  in  bringing  the  informa- 
tion together  in  a  continuous  history. 
It  is  perhaps  unfortunate  that  the  book 
is  limited  to  the  architecture  of  the 
house  and  does  not  discuss  the  furniture 
or  paintings  of  Greek  houses  or  the 
manner  of  life  and  living  in  them.  But 
this  is  the  first  book  to  give  an  accurate 
account  of  Greek  houses  from  the 
earliest  times  down  to  and  including 
those  at  Pompeii.  More  than  two  hun- 
dred pages  are  devoted  to  Homeric  or 
pre-Homeric  times:  Chapter  I,  Intro- 
duction; Chapter  II,  Neolithic  Period 
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in  North  Africa  and  West  Mediter- 
ranean Basin;  Chapter  III,  Neolithic 
Period  in  East  Mediterranean  Basin; 
Chapter  IV,  Lacustrine  Dwellings; 
Chapter  V,  The  Nordic  House;  Chapter 
VI,  Cretan  Tombs;  Chapter  VII, 
Round,  Elliptical,  and  Rectangular 
Forms;  Chapter  VIII,  Early  Minoan 
Settlements  in  Crete;  Chapter  IX, 
Cretan  Palaces;  Chapter  XI,  Central 
Hearth  in  Melos  and  Crete;  Chapter 
XH,  Palaces  at  Troy;  Chapter  XIII, 
Minoan  Houses;  Chapter  XIV,  Hom- 
eric Palaces;  Chapter  XV,  Greek 
House  of  Fifth  and  Fourth  Centuries; 
Chapter  XVI,  Greek  House  of  Third 
and  Second  Centuries,  Pompeian 
Houses,  Vitruvian  Account,  Summary; 
and  Index. 

There  are  some  slight  errors  in  the 
book.  The  Palace  at  Phylakopi  (Fig. 
23)  is  published  in  the  Journal  of  Hel- 
lenic Studies,  Supplement  iv,  not  in  the 
British  School  Annual  Supplementary 
Papers,  IV.  The  well-known  German 
authority  on  the  development  of  the 
Greek  House  is  Ernst  Pfuhl,  who  is 
called  Pyl  several  times  and  whose 
important  article  on  V orgriechische  und 
griechische  Haustypen  (Festgabe  Jur 
Hugo  Blumner,  1914)  is  not  cited  or 
used.  Page  169  it  is  stated  that  practi- 
cally all  the  finds  in  Asia  Minor  except 
at  Troy  are  Hellenistic  or  Grseco- 
Roman.  There  are  many  exceptions  to 
this,  as  for  example,  Assos  and  Miletus, 
not  to  mention  several  other  places.  At 
Miletus  there  was  even  a  Mycenaean 
settlement,  as  the  German  excavations 
have  shown.  Nor  is  any  acquaintance 
shown  with  the  later  excavations  at 
Tiryns,  and  the  important  results  pub- 
lished in  1912  in  two  volumes  on  Tiryns 
by  the  German  Archaeological  Insti- 
tute in  Athens.  Many  statements  must 
be  revised  in  the  light  of  this  publica- 
tion.   In  discussing  gardens,  pages  213 
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ff..  Miss  Rider  would  have  done  well  to 
consult  a  good  article  on  ancient  gar- 
dens in  the  Athenische  Mitteilungen 
XXXiv,  1909,  100  f.,  and,  for  prices  of 
houses,  etc.,  inscriptions  and  papyri 
are  an  important  source  of  information. 
Miss  Rider  rightly  rejects  the  common 
idea  of  a  Greek  house  with  two  courts. 
Scholars  have  wrongly  argued  back,  as 
in  the  case  of  the  theater,  from  the 
Romans  who  combined  the  Etruscan 
atrium  with  the  Greek  peristyle  to 
form  houses  with  two  courts  such  as 
are  found  at  Pompeii.  There  is  no 
evidence,  so  far  as  I  know,  for  a  true 
peristyle  in  the  Greek  house  (p.  237), 
which  appears  first  in  the  houses  of 
Delos  of  the  second  century  B.C.  Of 
course,  there  were  porticoes  about  the 
court  as  at  Priene,  where  in  one  case 
such  an  arrangement  was  later  changed 
into  the  true  peristyle  such  as  we  have 
at  Delos  and  Pompeii.  In  the  latter 
part  of  the  book  there  is  no  reference 
to  the  important  house  of  Attains  at 
Pergamum  {Ath.  Mitt,  xxix,  1904,  and 
XXXII,  1907),  nor  to  the  recently  dis- 
covered houses  at  Delos.  This  is  not 
the  place  to  mention  misprints  such  as 
Thuria  for  Thurii,  wrong  Greek  accents 
such  as  •iiV""  for  Avip«tv  and  several 
others. 

The  book  does  give  an  excellent  idea 
of  the  Greek  house  and  shows  a  certain 
uniformity  and  continuity  of  type  from 
the  Neolithic  to  the  Hellenistic  Age, 
a  type  based,  broadly  speaking,  on  the 
courtyard  with  principal  room.  The 
layman  as  well  as  the  scholar  will  read 
the  book  with  profit  and  pleasure.  He 
will  be  struck  by  the  modernity  of 
many  of  the  houses,  especially  as  rep- 
resented in  the  porcelain  Minoan 
tablets  which  show  houses  with  three 
stories  and  rows  of  windows,  and  an 
attic  like  those  in  any  modern  suburb. 

D.  M.  R. 
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Hopkins  University,  Baltimore. 
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The  far-famed  Vale  of  Tenipe,  in  Thessaly  in  Northern  Greece,  and  the  river  Peneus,  which  flows 
between  the  mountain?  of  Ossa.  and  Olympus.     Euripides,  in  The  Trojan  Women,  214-15,  says: 
"The  lovely  tract,  through  which  Peneus  flows. 
Delightful  base  from  which  his  awful  height  Olympus  rears." 
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IN  THESSALY 

(ToE.Y.R.flB</L,  P.  R.) 

In  Thessaly!   And  are  they  true — those  visions  that  mine  eyes  recall? 
And  was  I  ever  there  at  all?   Spring-time — in  Thessaly — with  you? 
Was  it  but  one  fair  day  we  passed,  ridge  after  mountain  ridge  between, 
Through  tunneled  cliffs  of  serpentine,  to  see  the  boundless  plain  at  last? 
To  see  at  last  with  straining  eyes  Olympus'  snow-white  battlement. 
With  glistering  cloud-summits  blent,  soar  in  the  opalescent  skies? 
Oh!  nevermore  can  I  forget  Larissa  basking  in  the  sun, 
Or  Trikkala  when  day  is  done,  or  Baba's  lonely  minaret. 
Or  Tempe  where  the  plane-trees  veil  with  dancing  leaves  the  tawny  stream. 
Where  on  the  cliffs  the  red-buds  gleam,  and  first  I  heard  the  nightingale! 
Still  in  my  musings  I  behold  the  myriad  poppies'  blood-red  stain; 
Or  see  the  dazzling  floor  again  spread  with  the  mustard's  cloth  of  gold; 
The  women  laying  by  the  brooks  their  dripping  blankets  rainbow-dyed; 
Swart  shepherd  lads  unsmiling-eyed,  with  olive-handled,  carven  crooks. 
And  fondly  still  my  fancy  tells  how  fair  each  dim-blue  mountain  smiles 
Across  the  long,  long,  level  miles,  pink-white  with  waving  asphodels; 
While,  high  as  barking  eagles  soar,  Meteora's  craggy  summits  frowned, 
With  crumbling  monasteries  crowned,  above  the  gray-green  valley  floor. 
For  other  eyes  those  glories  stand,  now  other  hearts  are  pulsing  there; 
No  more  we  happy  three  may  fare  across  that  wide  enchanted  land. 
But,  Oh!  the  fates  were  kind  to  me,  for  once,  ah!  once  I  rode  with  you 
In  April  when  the  skies  were  blue  in  Thessaly!  in  Thessaly! 

GEORGE  MEASON  WHICHER 
Hunltr  CoUege.  N.  Y. 
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O  Underwood  li 

One  of  the  Meteora  monasteries,  Holy  Trinity,  built  on  high  precipitous  cliffs  in  Thessaly,  near 
Kalabaka.  To  reach  the  top,  one  is  hauled  up  in  a  basket  or  net  let  down  by  a  rope  by  the  monks. 
These  inaccessible  retreats  "of  the  monastic  brotherhood  on  rock  aerial"  were  built  for  the  sake  of 
safety  during  the  restless  times  from  the  fourteenth  to  the  sixteenth  centuries.  See  poem,  page  197. 
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LUIGI  ROSSINI,  ENGRAVER 

Ralph  Van  Deman  Magoffin 


IT  is  becoming  rather  more  and  more 
the  fashion  to  collect  prints,  that 
being  a  sort  of  vague  term  for 
etchings  and  engravings  both  of  early 
press,  or  indifferent  copies  made  from 
retouched  plates,  or  even  photographic 
reproductions.  But  so  long  as  it  remains 
the  fashion  to  collect  prints,  without  its 
becoming  really  a  fashionable  pursuit, 
there  wilt  be  an  opportunity  for  nearly 
every  one  to  get  a  few  prints  that  are 
really  first  class. 

It  is  not  at  all  that  a  taste  has  to  be 
cultivated  for  artistic  work  in  black  and 
white.  It  is  rather  that  small  opportu- 
nity has  been  offered  people  to  sec  such 
work.  But  nowadays  one  can  see  the 
collections  of  prints  which  are  being 
placed  on  permanent  or  temporary  view 
in  nearly  all  our  large  municipal  or  pri- 
vate museums,  and  there  are  a  number 
of  publications  which  are  devoted  in 
whole  or  in  part  to  the  reproduction  of 
prints  and  to  a  more  or  less  technical 
appreciation  of  the  style  of  etchers  or 
engravers. 

It  is,  of  course,  taken  for  granted  in 
the  art  magazines  that  the  majority  of 
their  readers  are  technically  trained, 
and  that  to  take  up  any  space  in  de- 
scribing the  origin  or  methods  of  en- 
graving would  be  to  carry  coals  to 
Newcastle,  owls  to  Athens,  or  oysters 
to  Baltimore.  But  certainly  it  will  not 
come  amiss  if,  as  a  preliminary  to  the 
examination  and  appreciation  of  some 
of  the  work  of  Rossini  and  Piranesi,  a 
brief  statement  is  made  about  en- 
gravers' methods,  which  will  be  a  mat- 
ter of  information  or  of  supererogation, 
as  the  case  may  be;  but  in  any  case, 
well  meant. 
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Engraving  is  one  of  the  most  ancient 
of  the  arts,  and  in  its  widest  sense  means 
scratching  or  carving  on  hard  sub- 
stances. Early  writing  on  metal  or 
stone  and  gem  cutting,  therefore,  are 
the  earliest  of  engravings.  But  in  the 
sense  of  today  we  mean  by  "engraving" 
the  treatment  of  wood  or  metal  sur- 
faces in  such  a  way  that  they  will  carry 
or  hold  ink,  and  by  "engravings"  we 
mean  the  prints  which  result  from  bring- 
ing paper  into  touch  with  the  engraving. 

Engraving  in  the  modern  sense  has 
been  done  on  two  substances,  wood  and 
metal.  The  engraving  of  wood  is  like 
cameo  work,  and  that  of  metal  is  like 
intaglio.  The  printing  is  also  different, 
for  engravings  from  wood  are  printed 
or  stamped  like  letterpress,  while  en- 
gravings from  metal  are  made  by  allow- 
ing dampened  paper  to  suck  up  the  ink 
from  the  hollows  on  the  engraved  metal 
surfaces.  That  is  to  say,  in  wood  en- 
graving everything  which  is  to  appear 
dark  in  the  impression  is  left  in  relief 
on  the  block,  while  in  metal  engraving 
everything  which  is  to  come  out  dark  in 
the  impression  is  graved  into  the  metal 
surface.  Theartof  wood  engraving  w£is 
known  as  early  as  1406  A.p,,  and  that  of 
copperplate  somewhere  about  1450. 
The  St.  Christopher  of  142,'^  was  long 
thought  to  be  the  oldest  known  exam- 
ple of  engraving,  but  the  Jesus,.  Virgin, 
and  four  saints,  which  Baron  Reiffen- 
berg  procured  for  the  Brussels  Museum, 
dating  1418,  is  now  recognized  as  the 
oldest  engraving  known. 

As  might  be  expected,  there  is  a 
legend  to  account  for  the  discovery  of 
the  method  of  making  engravings.  A 
certain  Maso  Finiguerra  had  engraved 
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I,  which  carries  o 


r  Anio  the  Via  Tiburtina,  the  road  from  Rome  to  Tivoli. 


a  Pax  (i.e.,  a  niello  plate  for  use  at 
feasts  of  Agnus  Dei,  called  Pax  because 
the  acolyte  in  presenting  the  plate  to 
the  assisting  priest  said,  "Pax  tecum"), 
and  to  see  how  it  looked,  he  filled  in  his 
graver's  lines  with  oil  and  lampblack. 
By  accident  a  piece  of  damp  Hnen  was 
thrown  on  the  plate,  and  when  it  was 
taken  oflf,  a  reproduction  of  the  en- 
graved design  was  clearly  marked  on 
the  cloth.  But  it  is  more  likely  that 
engravings  were  the  unconscious  dis- 
covery of  Italian  goldsmiths.  Following 
the  niello  (from  Latin  nigellum,"dark") 
style  of  work  which  had  been  practiced 
from  Roman  times,  the  Italian  gold- 
smiths hit  upon  a  new  way  of  proving 
their  work.  They  engraved  their  de- 
signs on  gold  or  silver,  but  before  filling 
in  the  grooves  with  the  sort  of  black 


enamel  which  was  to  set  hard  and  fast, 
they  made  a  sulphur  cast  of  their  de- 
sign on  a  matrix  of  clay  and  put  lamp- 
black on  the  sulphur  lines,  and  thus 
could  see  their  designs  much  more 
clearly  than  on  the  engraved  plate.  But 
when  they  found  that  by  putting  a  cer- 
tain kind  of  ink  in  their  engraved  lines 
and  pressing  a  sheet  of  damp  paper  on 
the  metal  plate,  they  obtained  their 
results  in  a  better  and  quicker  way, 
then,  although  they  did  not  realize  it 
at  the  time,  the  art  of  producing  en- 
gravings was  discovered. 

The  metals  that  have  been  employed 
for  engraving  are  copper  and  steel. 
Copper  was  used  first,  and  is  still  in 
use,  to  some  extent,  but  its  comparative 
softness  has  brought  steel  into  almost 
universal  use.   Of  styles  or  methods  of 
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engraving,  line  engraving  and  etching 
(from  the  Dutch  word  etsen,  "to  eat") 
are  the  two  that  are  important.  In  line 
engraving  the  burin  or  graving  tool  is 
pushed  along  the  surface  of  the  metal, 
about  as  a  jeweler  engraves  today,  and 
in  this  way  a  furrow  is  made,  the  metal 
trailing  off  like  a  shaving.  But  the 
limitations  in  such  line  work  were  over- 
whelming, and  now,  except  to  make 
deeper  cuts  or  cross  hatchings,  line  en- 
graving has  nearly  dropped  out  of  use, 
and  given  way  to  etching. 

In  etching,  a  copper  or  steel  plate  is 
heated  and  then  covered  over  with  a 
thin  coat  of  varnish  which  is  impervious 
to  acid.  The  engraver  then  sketches  his 
design  with  etching  needles,  scratching 
through  the  coat  of  varnish.  A  border 
of  wax  is  then  raised  around  the  plate 
and  diluted  nitric  acid  is  poured  over 
it,  or  else  the  plate  is  put  in  an  acid 
bath.  The  acid  bites  into  the  metal 
where  the  lines  have  been  etched.  After 
a  time  the  plate  is  cleaned  and  a  stop- 
ping-out varnish  is  applied  to  stop  the 
action  of  the  acid  where  the  lines  are 
already  deep  enough.  More  acid  is  then 
used  where  deeper  lines  are  necessary. 
When  the  proper  depth  to  bring  out  the 
desired  tone  is  obtained,  the  plate  is 
cleaned,  the  varnish  removed,  and  the 
drawing  appears  in  sunken  lines  on  the 
metal  plate,  really  a  design  which  is 
"bit  in." 

The  line  engraver  was  handicapped 
by  the  necessity  of  pushing  his  tool.  The 
etcher  got  back  to  the  method  of  the 
brush  or  pencil,  and  was  able  to  get  a 
much  freer  and  bolder  design,  and  yet 
withal  could  trace  lines  of  the  utmost 
delicacy.  Despite  many  great  names  in 
line  engraving,  the  etchers  have  taken 
and  hold  the  field. 

ROSSINI 

Perhaps  of  all  engravers  and  etchers 
I  203  1 


who  have  not  had  justice  done  them  in 
the  history  of  the  art,  Luigi  Rossini,  of 
Ravenna,  is  that  man.  In  fact,  in  the 
dictionaries  of  engravers,  and  in  the 
catalogues  and  lists  where  one  would 
expect  to  find  something  of  Rossini's 
life  and  works,  there  is  to  be  found  only 
one  very  brief  mention  of  him,  which 
says  that  he  was  born  in  1790,  and  was 
less  known  as  an  architect  than  as  a 
draughtsman  and  engraver.  One  is 
therefore  driven  to  the  introduction  in 
his  published  works  to  get  what  chance 
bits  of  personal  information  there  are 
there,  and  to  the  engravings  themselves 
to  study  his  style  of  work. 

Luigi  Rossini  published  his  first  book 
of  plates  in  1818,  when  he  was  twenty- 
eight  years  old.  The  plates  are  small, 
and  to  bring  out  the  dark  color,  Rossini 
resorted  to  overmuch  crosshatching. 
The  title-page  has  two  small  disk  en- 
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Fig.  4.— The  great  vaults  of  one  of  the  n 


i  in  the  Great  Baths  of  the  Villa  of  Hadrian  n 


gravings  of  Bramante  and  Baldassare 
Peruzzi,  thus  hinting  at  his  models. 
The  frontispiece  shows  inexperience,  be- 
cause to  get  an  effect,  Rossini  moved 
out  the  double  vaults  of  the  Sistine 
Chapel  steps  and  faced  them  about  in 
order  to  get  a  vantage  point  from  which 
to  look  at  St.  Peter's  and  the  piazza, 
which  are  drawn  in  bad  perspective. 
The  title  of  this  first  book  of  plates  is 
"I  Monument!  piii  interessanti  di 
Roma,"  and  the  volumes  were  sold  by 
the  author  himself  in  Rome  at  Via 
Felice  138,  at  6  scudi  each. 

The  monuments  in  Rome  first  at- 
tracted the  attention  of  Rossini,  for  in 
1821  he  engraved  the  loi  plates,  which, 


however,  were  not  published  until  1829, 
under  the  title  "Le  antichiti  Romane." 
His  advance  in  technique  is  seen  in  his 
co-ordination  of  massed  architectural 
foreground  with  light  backgrounds  of 
diversified  landscape.  The  hand  of  the 
architect,  however,  is  still  heavy. 

That  Rossini's  work  was  gaining  favor 
is  to  be  seen  by  the  title-page  of  his  vol- 
ume of  plates  issued  in  1824-26,  where 
he  signs  himself  Luigi  Rossini  Archi- 
tetto  Ravennate  gii  Pensionato  del 
Regno  Italico  (Luigi  Rossini,  of  Ra- 
venna, Architect,  Pensionary  of  the 
Italian  Kingdom).  In  all  likelihood 
Rossini  was  provided  with  funds  suffi- 
cient to  allow  him  to  travel  over  La- 
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eting  place  of  four  Roman  aqueduc 


n  the  valley  below  Tivoli. 


tium,  and  the  sketches  he  made  were  so 
compelHng  that  his  plates  made  in  1821 
had  to  wait  until  his  new  volume  had 
been  brought  out. 

The  title  of  this  volume  of  plates  of 
the  antiquities  of  the  Latin  cities  near 
Rome  is  "Le  Antichit^  dei  contorni  di 
Roma,  ossia  Le  piil  famose  citt^  del 
Lazio"  (1824-26).  There  is  no  front- 
ispiece, and  the  title-page,  with  a  draw- 
ing of  Saturn,  the  God  of  Latiuni,  is  of 
small  consequence.  But  here  for  the 
first  time  we  have  Rossini's  own  state- 
ment of  his  ideals  of  work,  enough  in 
itself  to  show  why  his  other  plates  were 
thrown  aside  for  the  time  being.   In  his 
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"Preliminary  Discourse  to  Kindly 
Readers,"  Rossini  says  that  up  to  his 
time  the  antiquities  of  Latium  had  been 
regarded  as  examples  of  fine  architec- 
ture, and  that  they  had  been  studied, 
measured,  and  reproduced  in  drawings 
or  engravings  by  such  men  as  Alberti, 
Bramante,  Palladi,Peruzzi,Vignola,and 
others.  "I  alone,"  he  says,  "have  wished 
the  antiquities  of  the  principal  cities  of 
Latium  to  be  drawn  in  an  entirely  dif- 
ferent manner  from  the  way  others  do, 
and  I  have  looked  at  them  from  a  pic- 
torial point  of  view,  bringing  out  the 
effect  of  chiaro  e  scitro  and  the  force  of 
the  tints  which  the  centuries  have  laid 
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Fig.  6. — The  cascades  of  the  Anio,  the  town  of  Tivoli, 
and  the  two  temples  on  the  clifF, 

on  the  monuments  themselves.  While 
taking  this  new  point  of  view,  I  have 
kept  with  scrupulous  exactitude  the 
architectural  lines,  and  have  only 
drawn  plans  or  made  restorations  when 
the  amplitude  of  the  remaining  ruins 
seemed  to  have  permitted  the  exercise 
of  my  full  powers,  subject  to  be  sure  to 
the  dictum,  'To  err  is  human.'  " 

It  is  this  volume  with  its  seventy- 
three  splendid  plates,  17  by  24  inches, 
that  has  been  chosen  for  the  illustration 
of  Rossini's  genius,  although  in  his  later 
work,  which  will  be  mentioned  below, 
he  became  increasingly  more  proficient 
in  the  art  of  engraving. 

A  round  tomb  (Fig.  i),  which  was  the 
famous  sepulchral  monument  of  the  old 
Roman  family  of  the  Plautii,  offered 
Rossini  a  good  subject  for  a  tour  de 
force.  The  picturesque  features  of  a 
huge  monument  are  brought  out  in  a 
most  artistic  way,  and  its  size  is  brought 
home  to  the  spectator  by  the  contadini 
and  the  winecart.  The  joints  and 
courses  of  the  masonry,  and  the  weath- 


ering of  the  stone  itself  are  brought  out 
here  by  the  most  careful  sort  of  cross- 
hatch  etching.  The  dead  tendrils  of 
the  clinging  vine,  and  the  shadow  of 
its  masses,  are  indicated  by  deeper 
wavy  lines. 

For  the  first  plate  in  his  Latium  en- 
gravings, Rossini  has  chosen  the  bridge 
over  the  Anio,  the  modern  Teverone, 
the  little  tributary  of  the  Tiber,  the 
waters  of  which  make  the  splendid  falls 
at  Tivoli.  Over  this  bridge  (Fig.  2) 
went  the  Via  Tiburtina,  the  road  to 
Tibur  (Tivoli).  At  the  farther  end  of 
the  bridge  rise  the  typical  Campagna 
osteria,  and  the  Plautii  tomb  (see  Fig. 
i),  topped  in  mediaeval  times  with  a 
castellated  crown.  The  light  and 
shadow  under  the  arches,  and  the  more 
heavily  etched  lines  of  the  river  to  bring 
out  the  shadow  of  the  bridge,  will  be 


Fig.  7.— The  round  temple  at  Tivoli,  popularly  called 
the  temple  of  Vesta. 
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Fig.  8.— Ancient  Roman  arched  construction  in  Tivoli. 


noticed  as  a  contrast  to  the  lighter  lines 
that  make  the  sky.  The  white  cumulus 
clouds  are  nearly  always  in  Rossini's 
sky  backgrounds. 

As  one  leaves  the  Via  Tiburtina,  not 
far  from  the  tomb  of  the  Plautii,  to  go 
to  the  Villa  of  Hadrian,  one  finds  that 
the  road  goes  between  two  monuments, 
which  have  been  called  gate  towers,  but 
which  were  probably  tombs.  One  of  the 
pair  was  nearly  demolished  by  the 
troops  of  the  Duke  of  Alva  in  1557,  the 
other  (Fig.  3)  still  offers  inducement  to 
painter  or  etcher.  Rossini  has  caught 
the  weathering  cracks  and  shale  of  the 
travertine,  has  subordinated  the  medi- 
aeval additions  in  a  delightfully  artistic 
manner,  and  has  made  a  work  of  art 
out  of  what  Parboni,  for  example  (in 
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Nibby's  "Contorni  di  Roma")T  has 
drawn  as  an  uninteresting  and  lonely 
monument. 

The  Villa  of  Hadrian  is  illustrated  in 
Rossini's  volume  by  ten  plates,  of  which 
we  reproduce  here  the  one  (Fig.  4) 
showing  the  ruins  of  the  great  inter- 
secting vaults  of  the  entrance  room  to 
the  Great  Baths.  This  engraving  not 
only  produces  on  the  beholder  the  power- 
ful effect  of  the  architectural  boldness 
of  the  Romans,  but  its  accuracy  of 
treatment  is  such  that  it  would  almost 
serve  the  purpose  of  an  Jsometrical  pro- 
jection, and  the  meticulous  drawing  has 
successfully  restrained  the  ebullition  of 
artistic  imagination.  The  detail  in  the 
engraving  becomes  clearer  the  more 
closely  it  is  examined.  The  opus  relicu- 
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Fig.  9. — The  modern  town  of  Cori,  with  architectural  fragments  from  a: 


it  Cora  in  the  foreground. 


latum  is  perfectly  served  by  the  cross- 
hatching,  the  landscape  is  deHcately 
subordinated  to  the  main  effect,  the 
figures  in  the  foreground,  one  a  con- 
tadino  killing  a  snake  which  is  about  to 
attack  a  contadina,  enliven  the  picture 
and  heighten  the  effect  of  the  sweeping 
arches. 

About  a  mile  and  a  half  from  Tivoli 
four  aqueducts  which  carried  water  into 
Rome  ran  very  close  to  one  another. 
Rossini  caught  the  artistic  possibilities 
of  the  place  and  has  given  us  {Fig.  5) 
one  of  his  most  striking  pieces  of  work. 
The  all-but-tumbling  mediaeval  watch- 
tower  and  the  built-in  arch  not  only 
show  the  greater  excellence  of  the  older 


masonry,  but  bring  to  mind  the  un- 
settled condition  of  mediaeval  Italy, 
when  the  buildings  of  the  ancients  were 
made  use  of  for  princely  or  ducal  for- 
tresses. Through  the  great  arch  of  the 
Claudia  is  seen  an  arch  of  one  of  the 
Anio  aqueducts,  and  to  the  right  ap- 
pear a  broken  arch,  and  the  water- 
channel  over  two  arches,  of  the  other 
Anio  and  of  the  Marcia. 

The  famous  cascades  of  the  Anio,  the 
Prceceps  Anio  of  Horace,  the  Ponte 
l.upo,  and  the  so-called  grotto  of  Nep- 
tune, the  two  temples  on  the  edge  of 
the  rliff,  and  the  towers  and  buildings 
of  Tivoli  itself  above  the  falls,  offered 
Rossini  a  fascinating  study,  but  heights 
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—The  Hercules  temple  front  at  Cori,  looking  westward  to  the  Medi 


and  distances  are  too  great  to  be  brought 
out  with  entire  success  {Fig.  6).  Ros- 
sini introduced  a  number  of  tiny  figures 
on  a  rocky  level  in  the  right  foreground, 
and  a  number  of  substructure  arches  at 
the  side  of,  and  above,  the  deep-cut 
river  chasm  for  the  sake  of  forcing  com- 
parison, and  has  tried  to  make  the  con- 
trast clearer  by  means  of  the  two  great 
trees  in  the  foreground  and  the  tiny 
trees  on  the  hills  beyond;  but  while  the 
general  effect  is  pleasing,  and  the  work 
is  done  with  care,  the  engraving  as  a 
study  is  not  up  to  Rossini's  best  work. 
In  the  delineation  of  the  round  tem- 
ple itself  (Fig.  7)  Rossini  shows  his 
architectural   ability   and   his   artistic 
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genius.  There  is  close  by  the  round 
temple  (see  Fig.  6),  a  small  pseudo- 
peripteral  temple,  now  a  church,  often 
called  the  temple  of  the  Sibyl.  Ros- 
sini's artistic  judgment  led  him  to 
choose  a  point  of  view  that  does  not 
show  the  less  imposing  of  the  two  build- 
ings. He  has  also  set  the  round  temple 
high  enough  to  give  the  effect  of  a  sheer 
drop  on  the  right,  while  he  connects  up 
with  the  solid  rock  of  the  hill  behind 
with  the  unimposing  church  campanile. 
The  arched  construction  in  Tivoli, 
which  Rossini  has  called  the  substruc- 
ture of  the  temple  of  Hercules  (Fig.  8), 
and  which  local  archaeologists  usually 
call  part  of  the  Villa  of  Maecenas,  shows 
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Fic.  II. — Brick-faced 


ir  Albano,  fourteen  miles 


again  the  architectural  abiUty  and  artis- 
tic feeling  of  the  engraver.  The  traver- 
tine and  the  opus  incertum  which  face 
and  make  the  construction  are  clearly 
marked,  and  the  ease  with  which  the 
old  arches  bear  all  that  modern  times 
can  build  above  them  is  brought  out 
with  artistic  deliberation. 

The  frontispiece  tradition  is  to  be 
seen  in  Rossini's  engraving  of  the  town 
of  Cori  (Fig.  9).  He  has  chosen  for  his 
point  of  view  the  town  as  seen  from  the 
farm  of  the  Franciscan  brothers.  The 
town  as  it  rises  to  cap  a  conical  hill  on 
the  south  side  of  the  Volscian  Moun- 
tains makes  a  better  subject  to  work  on 


than  the  town  of  Tivoli  (see  Fig.  6), 
but  there  was  nothing  to  make  a  fore- 
ground. The  engraver  has  therefore 
heaped  together  various  fragments  from 
the  ancient  temples  and  other  buildings, 
a  piece  of  cornice,  some  capitals,  an 
altar,  which  has  been  transformed  into 
a  baptismal  font,  etc. 

There  are  in  Cori  the  remains  of  two 
temples,  the  one  of  Castor  and  Pollux 
in  Corinthian  style,  and  the  more  strik- 
ing one  of  Hercules,  in  Doric  style. 
From  the  front  of  the  latter  (Fig.  10) 
one  looks  out  between  the  columns  to 
the  Mediterranean  Sea,  and  gets  the 
view  as  far  south  as  Terracina.  Raphael 
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was  so  struck  with  this  temple  that  he 
made  a  drawing  of  it,  and  he  used  this 
late  style  of  Doric  capital  in  several  of 
his  designs.  Rossini  has  engraved  the 
temple  pronaos  with  great  skill  and 
boldness. 

One  of  the  finest  of  all  Rossini's  en- 
gravings is  that  of  the  arched  construc- 
tion (Fig.  1 1 )  forming  part  of  the  gigan- 
tic villa  of  the  Emperor  Domitian  which 
stretched  along  the  ridge  south  of  the 
Alban  Lake  from  Castel  Gandolfo  to 
Albano.  The  reader  will  remember  the 
effect  of  a  "forest  of  columns"  which 
certain  views  of  the  Forum  of  Trajan 
and  of  the  interior  of  St.  Paul's  outside 
the  Walls  give.  Here  one  gets  the  im- 
pression of  almost  countless  arches,  the 
handling  of  the  perspective  and  the 
shading  are  done  with  such  consummate 
skill. 

Piranesi  had  already  engraved  a 
splendid  view  of  the  Nymphaeum  or 
Temple  (no  certain  attribution  of  this 
construction  has  yet  been  made)  below 
Castel  Gandolfo  on  the  bank  of  the 
Alban  Lake.  His  view  looked  into  the 
grotto.  Rossini  also  engraved  one  after 
the  same  manner,  but  it  is  not  nearly  so 
well  done  as  another  (Fig.  12)  in  which 
one  looks  outward.  The  Hellenistic 
style  of  interior  decoration  is  faithfully 
pKjrtrayed,  the  sharp  edge  of  the  vault 
is  skilfully  overhung,  the  lake,  the 
monastery  of  Palazzuolo,  the  town  of 
Rocca  di  Papa,  and  the  height  of  Monte 
Cavo,  complete  an  engraving  of  which 
even  Piranesi  might  be  proud. 

The  years  from  1826  to  1831  were 
busy  ones  for  Rossini.  His  "Seven  Hills 
of  Rome"  with  a  frontispiece  showing 
a  restoration  of  the  Forum  and  the 
Trophy  of  Marius,  appeared  in  1828- 
29,  and  also  in  1829  appeared  his 
"Ancient  and  Modern  Gates,"  the 
frontispiece  being  a  restoration  of  the 
Porta  Flumentana.     In    1 826  he  also 
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began  a  series  of  eighty-five  plates  which 
were  issued  in  1831  as  "Le  antichit^  di 
Pompei."  His  frontispiece  is,  of  course, 
Pompeii  with  \'esuvius  as  a  background. 
In  the  preface  Rossini  says:  "I  have 
taken  great  pains  with  my  plans,"  and 
certainly  the  plates  of  plans,  details, 
mosaics,  etc.,  are  better  than  the  plates 
which  show  the  ruins  of  Pompeii. 

The  frontispiece  of  his  next  volume 
of  plates,  which  appeared  in  1 836,  is  a 
restoration  of  a  triumphal  procession 
shown  marching  through  a  triumphal 
arch.  The  volume  is  dedicated  to  Com- 
mendatore  Luigi  Biondi,  president  of 
the  Pontifical  Roman  Academy  of  Ar- 
chaeology. The  title  is  "Triumphal, 
Honorary,  and  Dedicatory  Arches  of 
the  Ancient  Romans."  In  1839,  ap- 
peared his  "Viaggio  Pitteresco  da  Roma 
a  Napoli,"  dedicated  to  Salvatore  Betti, 
professor  and  secretary  of  the  Acca- 
demia  di  S.  Luca,  of  which  academy  his 
published  title  here  shows  him  to  be  a 
member,  as  well  as  a  corresponding 
member  of  the  Archaeological  Insti- 
tute. This  is  perhaps  Rossini's  own  pet 
volume.  More  loving  care  and  more 
artistic  feeling  seem  to  be  recognized 
here  than  in  any  other  set  of  his  plates. 
His  last  work  appeared  in  1841  with  the 
title,  "Viewsof  the  Interiors  of  the  Most 
Beautiful  of  the  Ancient  Churches  and 
Basilicas  of  Rome."  The  frontispiece  is 
the  door  of  the  Church  of  S.  Antonio 
in  Rome.  His  printed  titles  show  that 
he  had  attained  to  high  honors,  for  he 
is  "Accademico  di  merito"  of  the  Ponti- 
fical Academy  of  S.  Luca.  of  the  "Reaie 
Accademia  AIbertina"of  Turin,  member 
of  the"Institutodi  Corrispondenza  Ar- 
chcologica,"  and  of  the  provincial  acad- 
emy at  Ravenna,  etc.  In  his  introduc- 
tion Rossini  speaks  of  Vasi,  Polinziano, 
and  noticeably  for  the  first  time  of 
Piranesi.  He  is  certainly  a  foUoAver  of 
Piranesi,  and  although  not  a  copyist  in 
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1  Hellenistic  style  below  Castel  Gandolfo,  looking  o 
Rocca  di  Papa. 


r  the  Alban  Lake  to  Monte  Cavo  and 


any  sense,  it  would  have  been  most  un- 
gracious had  he  not  finally  spoken  of 
his  greater  and  more  famous  prede- 
cessor. Piranesi  had  already  pubHshed 
his  engravings,  and  his  genius  in  the 
portrayal  of  monuments  of  antiquity 
and  of  mediaeval  Italy  was  universally 
recognized,  and  his  influence  was  para- 
mount in  that  field. 

The  interest  of  Rossini  was  in  the 

{An  article  on  Firane 
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same  field,  and  he  made  engravings  of 
many  of  the  same  subjects  as  did 
Piranesi,  and  that  he  thought  himself  as 
good  an  etcher,  one  may  hardly  doubt. 
At  all  events,  the  fact  that  he  chose 
another  point  of  view  from  Piranesi's 
in  presenting  hissubjects,  and  conscious- 
ly emulated  him,  has  given  us  what  we 
may  certainly  call  the  splendid  engrav- 
ings of  Luigi  Rossini. 

Johns  Hopkins  University 
■si  will  appear  in   a 
AND  Archaeology.) 


I  212] 

,  Google 


ROMAN  COINS  AS  ILLUSTRATIVE  MATERIAL 
Elizabeth  H.  Palmer 


THE  wealth  of  illustrative  material 
to  be  found  on  Roman  coins  Is  not 
always  appreciated  by  the  teachers 
in  secondary  schools.  Pictures,  maps, 
and  plans  are  found  in  all  our  textbooks 
and  are  freely  used,  but  in  a  few  only 
are  coins  recognized  to  any  extent  as  an 
important  means  of  illustration.  The 
picture  of  a  coin  has  its  uses  and  must 
often  be  employed  for  the  lack  of  any- 
thing better,  but  it  is  to  the  real  piece 
of  money  placed  in  the  pupil's  hand 
what  a  picture  of  a  bird  is  to  the  bird 
itself. 

Ancient  coins  are  generally  thought 
of,  if  they  are  considered  at  all,  as  some- 
thing impossible  to  obtain  and  so  out  of 
the  question.  On  the  contrary,  for  so 
small  a  sum  as  five  dollars  no  less  than 
twenty  coins  of  different  periods  and 
illustrating  different  phases  of  ancient 
life  can  be  procured.  No  American 
dealer  will  furnish  so  many  coins  for 
that  price;  they  must  be  bought  in 
Italy  from  dealers  who  are  known  to 
be  reliable  and  who  do  not  "make  to 
order."  The  ideal  way,  certainly,  is  to 
pick  them  up  in  Italy,  or  Sicily,  choos- 
ing from  large  collections  like  that  of 
Canessa,  in  Naples.  If  that  is  impossi- 
ble, coins  are  free  from  duty,  and  in 
time  of  peace  may  be  ordered  by  mail. 
It  is  not  at  all  necessary  for  the 
would-be  purchaser  in  beginning  his  col- 
lection to  know  exactly  what  to  order. 
In  fact,  it  is  only  after  considerable 
study  of  books  and  of  any  coins  that 
may  come  into  his  hands  that  the  col- 
lector is  in  a  position  to  know  what  he 
most  desires  and  what  will  probably  be 
within  the  limits  of  his  purse.  Fortu- 
nately,   almost   every    Roman    coin   is 
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interesting  from  one  point  of  view  or 
another,  so  that  it  would  be  safe  to  trust 
a  reliable  and  intelligent  dealer  to  send 
over  from  Italy  a  miscellaneous  collec- 
tion of  coins  costing  from  one  to  three 
francs  apiece.  Later,  after  a  careful 
study  of  these,  a  desire  will  be  awak- 
ened for  others  described  in  the  books 
and  definite  orders  may  be  sent.  The 
collector's  thirst  for  coins  is  like  the 
thirst  of  collectors  of  all  similar  objects; 
it  grows  apace  and  must  be  curbed 
early,  if  at  all. 

There  are  few  Roman  coins  that 
would  not  be  interesting  to  the  teacher 
of  Latin  or  Roman  history  in  our  sec- 
ondary schools.  In  the  two  plates  that 
accompany  this  article  are  shown 
twenty-six  coins,  all  from  Republican 
times  with  the  exception  of  two.  This 
small  number  of  coins  might  be  used  for 
purposes  of  illustration  no  less  than 
fifty  -  one  times  under  the  following 
heads:  portraits  (12),  representations  of 
deities  (19),  legendary  scenes  (4),  pun- 
ning types  {3),  objects  of  every -day 
life  (2),  buildings  (4),  every-day  occu- 
pations (3),  political  events  (l). 

Portraits  of  famous  men  on  coins  are 
of  the  greatest  interest  and  in  spite  of 
the  small  size  of  the  face  are  often  more 
satisfactory  than  photographs  of  marble 
busts.  Not  infrequently  the  man  whose 
portrait  is  on  a  coin  placed  it  there  him- 
self and  we  seem  to  get  nearer  to  him 
when  looking  at  his  own  money  than 
when  gazing  at  some  statue  that  may 
be  a  third  or  fourth  copy  of  the  original. 
A  long  series  of  portraits  of  the  em- 
perors and  their  wives  may  be  obtained 
which  will  help  to  fix  the  line  of  succes- 
sion and  the  relationship  of  one  ruler 
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Plate  i. — Ancient  Roman  Coins.    No.  i  represents  a  head  of  Julius  Caesar;  No.  i,  Augustus; 

No.  4,  Rome  or  Italy;  No.  7,  the  Colosseum;  No.  11,  Hercules  with  his  club;  No.  13,  Antony  and 

Cleopatra.   Others  described  in  the  text. 
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to  another  better  than  any  diagram. 
The  great  personaHties  of  Republican 
times,  too,  are  well  represented  on  coins, 
from  the  imaginary  portraits  of  Numa 
Pompilius  and  Ancus  Marcius  to  Mar- 
cus Antonius  and  Cleopatra,  whose  por- 
traits are  found  on  Plate  i,  No.  13. 
Early  numismatists  state  that  Fulvia, 
the  wife  of  Marcus  Antonius,  was  the 
first  woman  to  have  her  features  por- 
trayed on  a  coin,  while  later  authorities 
are  of  the  opinion  that  the  likeness  was 
only  accidental.  It  would  be  interesting 
to  see  the  face  of  Cornelia,  the  mother 
of  the  Gracchi,  and  to  know  how  many 
another  noble  woman  of  the  Republic 
looked,  but  we  have  to  be  content  with 
almost  no  portraits  of  women  in  this 
period.  Among  the  portrait  heads  that 
might  be  of  use  to  teachers  in  secon- 
dary schools  are  the  following:  (The 
descriptions  are  taken  from  Grueber, 
"Roman  Republican  Coins  of  the  Brit- 
ish Museum,"  or  from  Cohen,  "De- 
scription Historique  des  Monnaies 
frapp^es  sous  I'Empire  Romain.") 

Plate  I,  No.  I,  represents  a  silver 
denarius  coined  by  M.  Mettius  about 
44  B.C.,  having  on  the  obverse  the  head 
of  Julius  Ceesar,  who  was  the  first  man 
to  be  honored  in  this  way  by  senatorial 
decree  (Ciissius  Dio,  XLiv,  4).  On  the 
reverse  stands  Venus  Victrix  with  scep- 
tre and  small  Victory,  leaning  on  a 
shield  placed  on  a  celestial  globe.  The 
reference  is  undoubtedly  to  the  reputed 
descent  of  the  Julian  family  from  Venus 
and  Anchises. 

Plate  I,  No.  2,  gives  one  of  the  almost 
numberless  heads  of  Augustus,  easily 
recognized  by  the  regular,  finely  cut 
features  and  waving  hair.  The  inscrip- 
tion cos  VI  (consul  for  the  sixth  time) 
dates  the  coin  in  B.C.  28.  The  croco- 
dile on  the  reverse  commemorates  the 
subjugation  of  Egypt  after  the  battle  of 
Actium.   This  coin  could  hardly  fail  to 
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fix  in  the  pupil's  mind  the  fact  that  it 
was  Augustus  who  reduced  Egypt  to 
a  Roman  province.  Another  head  of 
Augustus,  but  less  clear,  is  seen  on  Plate 
I,  No.  9.  The  reverse  has  not  come  out 
clearly  in  the  photograph,  but  it  may  be 
possible  to  make  out  the  word  AUGUS- 
TUS across  the  middle  of  the  coin. 
Above,  Sol  soars  to  the  right,  holding  a 
veil  which  floats  over  his  head;  below, 
a  Capricorn  is  holding  a  rudder  and 
globe.  The  Capricorn  appears  on  coins 
of  Augustus  as  the  constellation  under 
whose  influence  he  was  born. 

All  students  of  Cicero  should  be  made 
familiar  with  the  strong  features  of 
Pompey  the  Great.  Plate  i.  No.  12, 
shows  them  on  a  coin  struck  in  Egypt 
about  42-36  B.C.,  by  his  son,  Sextus 
Pompey.  With  the  head  are  the  sym- 
bols of  his  augurship,  the  curved  staff 
and  one-handled  jug,  and  around  is  an 
inscription  recording  that  Sextus,  who 
now  bears  the  title  Pius  in  token  of  his 
intention  to  avenge  his  father's  death, 
has  been  saluted  as  general  a  second 
time.  On  the  re\;erse  is  a  possible  group 
of  statues  at  Catana.  Neptune  (Sextus 
Pompey  was  called  the  son  of  Nep- 
tune) stands  between  the  Catansean 
brothers  who  are  saving  their  fathers 
from  an  eruption  of  ^tna  "sweating 
under  their  sacred  burden."  The  words 
PRAEF.  CLAS.   ET  ORAE  MARIT.   EX  S.  C. 

(Prefect  of  the  fleet  and  of  the  sea-coast 
by  decree  of  the  Senate)  refer  to  the 
fact  that  in  43  B.C.  Sextus  Pompey  was 
put  in  command  of  the  naval  forces  of 
the  Republic. 

The  portraits  of  Antony  and  Cleo- 
patra already  alluded  to  can  be  found 
on  Plate  I.  No.  13.  On  the  obverse  of 
the  coin  appears  the  head  of  the  trium- 
vir. Behind  is  an  Armenian  tiara  and 
around  the  head  are  the  words  antoni 
ARMENIA  (for  Armenia)  devicta  (Ar- 
menia made  subject  to  Antony).   Cleo- 
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patra's  portrait  shows  the  head  of  a 
woman  diademed  and  draped,  with  a 
row  of  pearls  at  the  back  of  the  head 
and  before  her  the  prow  of  a  ship. 
Around    arc    the    words   cleopatrae 

REGINAE     REGUM    FILIORUM     REGUM, 

which  Gruebcr  suggests  may  be  ren- 
dered, "Of  Cleopatra,  Queen  of  Kings 
(and)  of  (her)  sons,  the  Kings."  This 
issue  with  the  tiara,  commemorates  the 
conquest  of  Armenia  in  B.C.  34,  while 
the  prow  refers  to  the  ships  with  which 
Cleopatra  aided  Antony.  We  have  on 
Plate  2,  No  .9,  another  portrait  of 
Antony  with  the  words  M.  antonius 
HI.  VIR  R.  p.  c.  (triumvir  appointed  to 
regulate  public  afTairs).  On  the  reverse 
stands  Mars  leaning  with  right  hand  on 
a  spear  and  holding  in  his  left  hand  a 
dagger,  to  which  is  attached  a  strap; 
his  left  foot  rests  on  a  shield;  around  we 
read:  L.  Mussidius  Longus,  son  of 
Titus,  one  of  four  men  appointed  to 
coin  gold  from  the  treasury.  The  figure 
of  Mars  may  refer  to  the  triumvir's 
victories  over  Brutus  in  the  East. 

Even  in  the  small  (ield  of  a  coin  a 
scene  of  historic  interest  may  be  repre- 
sented with  considerable  distinctness 
and  a  fair  degree  of  dramatic  power. 
Not  a  few  such  scenes  appear  on  coins, 
and  the  fact  that  a  piece  of  Roman 
money  in  every -day  use  was  a  continual 
reminder  of  what  had  happened  in 
the  past  might  well  serve  to  make  the 
events  in  question  more  real  to  the 
pupil.  Faustus  Cornelius  Sulla,  son  of 
the  dictator,  about  82  B.C.,  issued  the 
denarius  of  Plate  i.  No.  5.  On  the  ob- 
verse he  placed  the  head  of  his  father's 
tutelary  deity  Diana,  adorned  with 
diadem,  earring,  and  double  necklace. 
Above  her  hair  is  a  crescent,  behind, 
the  curved  staff  referring  to  Sulla's 
augurship,  and  before,  the  name 
FAUSTUS.  On  the  reverse  Sulla  sits  on 
a  raised  seat  clad  in  his  toga,  while 


before  him  kneels  Bocchus,  king  of 
Mauretania,  offering  an  olive  branch. 
Behind,  also  kneeling,  with  his  hands 
tied  behind  his  back,  is  Jugurtha,  king 
of  Numidia,  with  a  long  beard.  Above, 
is  the  name  felix,  the  title  which  the 
dictator  gave  to  himself  on  the  occasion 
of  his  splendid  triumph  in  81  B.C.  for 
victories  over  Mithridates.  The  whole 
scene  represents  the  submission  of 
Bocchus  and  his  surrender  of  Jugurtha 
to  Sulla  and  is  said  to  have  been  en- 
graved on  the  dictator's  signet  ring 
(Val.  Max.  viri,  14,  4). 

Plate  I,  No.  6,  gives  another  histori- 
cal scene — the  defeat  and  capture  of 
Perseus,  King  of  Macedonia,  and  his 
two  sons,  all  of  whom  were  taken  to 
Rome  to  adorn  the  triumph  of  the  great 
general,  L.  ^milius  Paulus.  Paulus  is 
represented  as  extending  his  hand  to  a 
trophy.  On  the  left  stands  Perseus  with 
hands  tied  behind  him  accompanied  by 
his  two  sons,  all  in  Greek  dress,  ter 
above  the  trophy  refers  to  the  three 
great  triumphs  of  the  Roman.  Coins 
offer  much  material  in  connection  with 
Caesar's  campaigns  in  Gaul  which  would 
be  found  useful  by  teachers  of  Caesar, 
or  Roman  history. 

The  first  impulse  of  the  Romans  in 
coining  money  was  to  give  it  the  sanc- 
tion of  the  state  by  placing  upon  it  the 
head  of  some  divinity.  Janus  came 
first,  then  Jupiter,  Minerva,  Hercules, 
Mercury,  and  Roma.  All  these  appear 
upon  the  early  bronze  coinage  known 
as  ms  grave.  On  the  silver  denarius 
Roma  held  undisputed  sway  for  many 
years,  to  be  replaced  first  by  the  heads 
of  other  divinities  and  later  by  the  por- 
trait of  some  man  of  influence.  The 
statement  has  already  been  made  that 
Julius  Caesar  was  the  first  man  to  be  so 
honored  and  that  by  a  special  decree 
of  the  senate  in  B.C.  44.  Among  the 
coins  issued   in   the  Social  War  is  a 
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denarius  having  the  head  of  Roma,  or 
ItaHa,  with  winged  helmet;  below  the 
chin  is  the  mark  of  value,  X  (ten  asses). 
On  the  reverse  the  Dioscuri  appear  on 
horseback,  charging  to  the  right.  Each 
holds  a  couched  spear  and  wears  man- 
tle, cuirass,  and  cap  surmounted  by  a 
star.  The  word  on  the  reverse  is 
probably  the  Oscan  form  of  italia. 
(Plate  I,  No.  4.) 

We  talk  about  our  "Lares  and 
Penates"  and  most  of  us  are  familiar 
with  the  dainty  dancing  figures  with 
short  skirts  flying  out  in  the  breeze, 
found  in  such  numbers  at  Pompeii. 
Perhaps  we  do  not  all  know  that  the 
Lares  are  represented  on  coins  in  quite 
a  different  manner.  Plate  I,  No.  10,  is 
a  denarius  of  Lucius  Caesius  about  91 
B.C.  On  the  obverse  is  the  youthful 
bust  of  Veiovis  with  head  turned  away 
to  the  left;  he  wears  a  cloak  over  his 
left  shoulder  and  hurls  a  thunderbolt 
in  his  right  hand;  on  the  right  is  the 
monogram  for  Roma.  The  Lares  ap- 
pear on  the  reverse  in  the  guise  of  two 
youths  seated  on  a  rock,  caressing  a 
dog  which  stands  between  them;  each 
holds  a  spear  in  his  left  hand  and  has 
his  cloak  spread  on  his  left  knee;  above 
can  be  made  out  with  difficulty  the  head 
of  Vulcan  and  his  tongs;  in  the  field  to 
the  right  and  left  is  the  word  lares  in 
monogram ;  the  head  of  Vulcan  and  the 
tongs  refer  to  the  office  of  moneyer. 

Teachers  of  Vergil  could  make  good 
use  of  a  coin  which  gives  the  bust  of 
Venus  Erycina  (Plate  I,  No.  3)  laureate 
and  draped,  with  diadem,  earring,  and 
double  necklace  of  pearls;  the  hair  is 
gathered  into  a  knot  decorated  with 
jewels,  a  string  of  pearls  runs  over  the 
back  of  her  head.  The  reverse  shows  a 
temple  on  the  summit  of  a  mountain 
surrounded  by  a  rampart  with  gateway 
in  the  center  and  tower  at  each  side; 
above  the  gateway  is  eruc  {Eriicina). 
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Objects  of  every-day  life  are  some- 
times found  on  coins  of  the  Republic, 
but  to  a  very  limited  extent.  Plate  i. 
No.  8,  shows  on  the  reverse  the  sacri- 
ficial emblems  of  the  pontifical  offices — 
the  ladle,  sprinkler,  one-handled  jug, 
and  augur's  wand.  This  coin,  issued  by 
Augustus  about  37  B.C.,  is  unique,  so 
far  as  I  know,  in  having  no  picture  on 
the  obverse.  It  is  the  only  denarius 
with  one  side  plain  except  for  the  in- 
scription among  the  more  than  nine- 
teen hundred  coins  illustrated  in 
Grueber.  (The  obverse  and  reverse 
should  change  places  on  the  plate.  The 
emblems  are  on  the  reverse.) 

In  connection  with  traveling  among 
the  Romans  one  cannot  afTord  to  ignore 
the  coin  struck  in  honor  of  Agrippina 
on  the  reverse  of  which  appears  a 
carpenlum,  or  two-wheeled  vehicle  in 
general  use,  drawn  by  mules  (Plate  2, 
No.  7). 

A  very  superficial  study  of  coins  is 
sufficient  to  show  that  the  Romans  were 
great  punsters.  Plate  2,  No.  I,  is  a  coin 
of  Lucius  Plsetorius  Cestianus,  who 
puns  on  his  cognomen  by  representing 
on  the  reverse  an  athlete  running  and 
holding  a  palm  branch  in  the  right  hand 
and  a  cestus  (boxing  glove)  in  the  left. 
The  head  of  Juno  Moneta  on  the  ob- 
verse calls  attention  to  the  fact  that  the 
issuer  of  this  coin  had  charge  of  the 
public  treasury.  Lucius  Thorius  Balbus 
recalls  his  name  by  a  bull  charging 
to  the  right  on  the  reverse,  Juno  of 
Lanuvium  being  placed  on  the  obverse. 
This  is  Juno  Sospita,  who  wears  a  goat- 
skin tied  under  her  chin  (Plate  2,  No.  2). 
Quintus  Pomponius  Musa  places  on  the 
obverse  of  his  coins  a  fine  head  of  Apollo 
(Plate  2,  No.  10).  The  succession  of 
Muses  to  be  found  on  his  reverses  plays 
upon  his  name.  This  Muse  is  Calliope 
in  long  flowing  garments,  standing  and 
playing  the  lyre  which  rests  on  a  ped- 
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Plate  2. — Ancient  Roman  Coins.  No.  i  represencs  a  head  of  Juno  Moneta,  in  whose  temple 
coins  were  minted,  and  wiiose  epithet  ia  the  origin  o(  our  word  money;  No.  3  represents  Vesta 
and  her  round  temple;  No.  5,  the  rape  of  the  Sabine  women;  No.  6,  the  Dioscuri  watering  their 
horses  at  the  fountain  of  Juturna  in  the  Roman  Forum  on  the  night  after  the  battle  of  Lake 
Regillus;  No.  8,  fighting  with  wild  beasts;  No.  11,  Ulysses  with  his  dog:  No.  13.  a  Roman  casting 
his  vote  in  the  ballot-box. 
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estai.  Grueber  points  out  that  these 
figures  are  of  extreme  interest  for  com- 
parison with  the  numerous  statues  of 
the  Muses  preserved  from  ancient 
times. 

Many  famous  buildings,  especially 
temples,  may  be  represented  on  coins, 
but  the  identification  is  often  very  diffi- 
cult. Not  infrequently,  however,  we 
get  our  best  idea  of  an  ancient  building 
from  some  piece  of  money,  as  is  shown 
by  the  use  of  coins  for  illustration  in 
books  on  topography.  The  reverse  of 
Plate  2,  No.  3,  gives  the  temple  of  Vesta 
in  Republican  times.  It  is  circular,  sur- 
mounted by  a  figure  holding  a  sceptre 
and  a  libation-bowl;  within  the  temple 
stands  a  curule  chair;  on  the  left  is  a 
voting  urn  with  two  handles,  and  on 
the  right  a  tabella,  or  voting  tablet,  in- 
scribed A.  c.  {Absolvo,  Condemno,  I  ac- 
quit, I  condemn).  This  is  a  coin  of 
Quintus  Cassius  Longinus,  quaestor  to 
Pompey  in  Spain,  54  B.C.  The  head  of 
Vesta  on  the  obverse  and  the  temple 
refer  to  the  investigations  concerning 
the  Vestal  Virgins  made  in  113  B.C. 
when  the  presiding  officer  was  Lucius 
Cassius  Longinus,  an  ancestor  of  the 
moneyer. 

It  should  be  interesting  to  anyone 
who  has  regarded  Caesar  as  cruel  that 
sometime  before  his  death  the  senate 
ordered  the  Temple  of  Clementia  to  be 
built  in  gratitude  for  the  mercy  they 
had  received  at  his  hands.  On  the  ob- 
verse of  No.  4,  Plate  2  (Coin  of  P. 
Sepullius  Macer),  is  a  temple  of  four 
columns  with  closed  doors;  in  the  pedi- 
ment is  a  globe,  and,  around  the  coin, 
the  inscription  clementia  caesaris.  On 
the  reverse  is  a  desultor  (rider  who  leaps 
from  one  horse  to  another  going  at  full 
sp)eed)  with  two  horses  running  to  the 
right,  perhaps  to  suggest  the  entertain- 
ments with  which  Caesar  amused  the 
people.  Plate  I,  No.  7,  shows  a  remark- 
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able  picture  of  the  Colosseum  on  a  coin 
struck  after  the  death  of  the  emperor 
Titus.  To  the  left  is  one  of  the  few 
ancient  representations  of  the  Meta 
Sudans,  or  great  fountain  near  the 
Colosseum. 

The  Roman  coins  that  illustrate  the 
early  legends  of  the  city  are  of  special 
interest  and  might  do  more  than  any- 
thing else  to  make  the  opening  pages 
of  Roman  history  attractive  to  the 
student.  Many  of  these  coins  were 
issued  in  large  numbers  and,  in  conse- 
quence, are  very  common  and  very 
cheap  and  easily  obtained.  On  coin 
No.  5,  Plate  2,  a  Roman  general, 
Sabinus,  who  wished  to  claim  descent 
from  the  Sabines,  placed  upon  the  re- 
verse a  picture  of  two  Roman  women 
being  carried  off  by  two  warriors — the 
Rape  of  the  Sabines.  The  same  man 
portrays  on  another  coin  the  death  of 
Tapeia,  while  always  on  the  obverse  is 
placed  the  head  of  Titus  Tatius,  the 
Sabine  king. 

A  story  connected  with  the  battle  of 
Lake  RegiUus  is  given  on  the  reverse 
of  No.  6,  Plate  2,  where  the  Dioscuri 
stand,  spears  in  hand,  beside  their 
horses,  which  are  drinking  at  the  foun- 
tain of  Juturna;  above,  the  crescent 
moon  shows  that  it  is  night.  The  story 
says  that  on  the  night  after  the  battle 
the  Dioscuri  watered  their  horses  at  the 
fountain  of  Juturna  in  the  Forum. 

Plate  2,  No.  II,  takes  us  back  to  the 
Odyssey,  for  on  the  reverse  is  Ulysses 
walking  to  the  right  and  leaning  on  his 
staff;  he  wears  a  mariner's  dress  and  cap 
and  extends  his  right  hand  to  his  dog, 
Argos.  The  moneyer  Gains  Mamilius 
Limentanus  claimed  descent  from 
Ulysses  through  Mamilia,  the  daughter 
of  Telegonus.  Mercury  appears  on  the 
obverse  as  the  ancestor  of  Ulysses. 

One  of  the  best-known  characters  in 
Roman  mythology  is  Hercules.  On  the 
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reverse  of  coin  No.  i  r ,  Plate  i  (about 
49-45  B.C.),  the  hero  is  striding  along 
with  his  club  in  his  right  hand ;  over  his 
left  arm  hangs  the  skin  of  the  Neniean 
lion  and  in  his  left  hand  he  carries  a 
trophy.  This  coin  belongs  to  the  Antian 
gens,  which  claimed  its  descent  from 
Antiades,  son  of  Hercules  and  Aglaia. 
Another  coin  issued  by  the  same 
moneyer  shows  on  the  obverse  the 
heads  of  the  Penates  much  like  the 
Dioscuri,  with  whom  they  were  often 
confused. 

What  might  be  called  scenes  from 
every-day  life  are  sometimes  found  on 
coins.  Plate  2,  No.  13,  has  on  the  ob- 
verse a  head  of  Vesta  with  the  two- 
handled  cup  behind,  while  on  the  re- 
verse a  male  figure  clad  in  the  toga 
stands  in  the  act  of  dropping  into  a 
box  a  tablet  inscribed  v  (uti  rogas,  or 
affirmative  vote).  Here  we  have  a  citi- 
zen of  the  Republic  voting.  The  reverse 
of  Plate  2,  No.  8,  depicts  a  combat  with 
wild  beasts;  one  combatant  attacks  a 
lion  with  a  spear;  another,  with  shield 
and  sword,  defends  himself  against  a 
tiger;  on  the  left  is  a  wounded  boar. 

Important  political  events  even  were 
commemorated  on  coins.  Plate  2,  No. 
12,  shows  on  the  reverse  two  male 
togated  figures,  Lucius  Calpurnius  Piso 
and  Quintus  Servilius  Caepio,  seated  on 
a  bench ;  the  one  on  the  left  looks  back, 
while  the  other  extends  his  right  hand; 
the  bench  is  flanked  at  each  end  by  an 
ear  of  corn.    In  100  B.C.,  Caepio  was 


urban  quaestor  and  made  protest  against 
the  corn  law,  by  which  the  state  was  to 
let  the  people  buy  corn  at  five-sixths  of 
an  as  for  a  Roman  peck.  The  ground 
of  opposition  was  that  such  a  largess 
would  put  too  great  a  strain  on  the 
public  treasury.  The  law  was  finally 
carried  and  to  enable  the  qusestors  to 
fulfill  its  provisions  the  senate  ordered 
them  to  strike  this  special  issue  of  coins. 
This  is  shown  by  the  words  EX  s.  c.  (by 
decree  of  the  senate),  which  appear  here 
for  the  first  time  on  a  coin. 

In  this  brief  article  only  a  faint  idea 
can  be  given  of  the  wonderful  variety 
and  interest  of  the  subjects  represented 
on  Roman  coins,  but  it  may  have  suf- 
ficed to  show  that,  if  not  as  artistic  as 
Greek  coins,  each  piece  of  Roman 
money  has  its  own  interest,  brings  up 
its  own  train  of  associations,  historical 
or  legendary,  and  often  throws  light 
on  the  characters  or  customs  of  some 
period  of  Roman  history.  No  one  in 
search  of  illustrative  material  can  afford 
to  overlook  one  of  the  most  prolific 
sources  of  such  material.  Coins  often 
furnish  the  most  important  and  satis- 
factory means  of  making  a  subject 
clear.  The  writer  has  had  the  testi- 
mony of  more  than  one  student  that 
nothing  brought  into  class  gave  more 
pleasure  than  the  coins  that  were 
passed  from  hand  to  hand  to  throw 
light  upon  some  allusion  in  the  text. 

Vassar  CoOege 
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REPRODUCTIONS  OF  CLASSICAL  ART 
David  M.  Robinson 


(_A  paper  read  at  the  College  Art  A ssoctalien  with 
the  title  "The  College  Museum  of  Reproductions") 


EVERY  college  department  of  the 
History  of  Art  and  every  city 
interested  in  art  should  have  some 
sort  of  museum.  It  is  the  tool  of  high- 
est utility,  as  necessary  to  the  teaching 
of  art  as  a  laboratory  is  to  the  teaching 
of  chemistry.  It  is  possible  to  teach 
something  of  the  history  of  art  by  lec- 
tures and  text-books,  but  you  are  only 
teaching  names  and  history;  you  are 
not  teaching  art.  Without  studying  the 
art  objects  themselves,  you  can  hardly 
appreciate  them  to  the  highest  possible 
degree.  No  teacher  can  have  the  vital 
touch,  who  has  not  himself  touched 
originals  or  at  least  seen  them.  I 
believe,  as  Kenyon  Cox  has  said,  that 
"To  teach  appreciation  the  museum  is 
not  merely  a  valuable  aid,  it  is  an  abso- 
lute necessity."  Even  the  best  of  photo- 
graphs and  illustrations,  even  the  best 
of  casts  and  reproductions  are  a  poor 
substitute  for  the  originals.  The  best 
possible  cast  of  the  Hermes  of  Praxi- 
teles gives  not  even  a  faint  conception 
of  the  wonderful  transparency  and  life 
of  the  original  masterpiece  at  OlympJa, 
and  only  one  who  has  seen  the  original 
really  understands  the  charm  and  great- 
ness of  the  works  of  Praxiteles.  One 
good  picture  by  Raphael,  one  original 
vase  by  Euphronius,  teaches  more  about 
the  aesthetics  of  art  and  leads  to  more 
appreciation  and  enjoyment  of  art  than 
a  thousand  photographs  or  other  repro- 
ductions. Therefore,  I  consider  a  work- 
ing museum  of  originals  most  essential; 
but  no  museum  can  have  all  the  origi- 
nals, and  so  for  the  sake  of  making  our 
teaching  more  vivid,  we  should  have  as 
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many  reproductions  as  appropriations 
will  allow.  Instruction  in  art  which 
does  not  offer  to  students  some  originals 
or  at  least  reproductions  of  objects  of 
art  as  the  basis  of  the  work  takes  the 
very  soul  out  of  the  teaching  and  must 
be  poor  indeed.  Reproductions  will  not 
teach  aesthetics,  but  one  can  use  them 
for  instruction  in  drawing  and  from 
them  one  can  get  much  general  culture 
and  history  and  much  training  of  the 
eye.  One  can  learn  much  about  com- 
position, design,  size,  pose,  technique; 
and  reproductions  certainly  do  give 
reality  to  the  teaching  of  art,  and  correct 
many  false  impressions  which  one  gets 
from  reading  a  text-book  or  listening  to 
lectures.  I  have  often  had  students  say 
that  they  thought  the  Erechtheum  was 
as  large  as  the  Parthenon  even  after 
they  had  read  about  the  dimensions  of 
the  two  buildings.  If  they  saw  a  good 
model  of  the  Athenian  Acropolis  like 
that  of  Walger,  they  would  not  make 
this  mistake.  In  the  case  of  statues  and 
smaller  objects  the  reproductions 
should  have  the  size  of  the  originals 
and  then  teachers  would  not  continu- 
ally be  asked  how  tall  the  Aphrodite  of 
Melos  or  the  Hermes  of  Praxiteles  is. 

A  museum  of  reproductions  should 
have  photographs  illustrating  the  his- 
tory of  architecture,  sculpture,  paint- 
ing, and  the  minor  arts.  It  should  have 
squeezes  (from  which  often  casts  can  be 
made  not  only  for  inscriptions,  but  for 
architectural  designs),  models,  maps, 
charts,  picture  post-cards  where  noth- 
ing better  can  be  procured,  atlases, 
illustrated  magazines,  lantern-slides, 
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but,  above  all,  casts  and  other  reproduc- 
tions that  are  to  be  had  of  works  of  art. 
As  my  space  is  limited,  I  shall  confine 
myself  to  Greek  and  Roman  art,  and  it 
may  be  interesting  to  consider  some  of 
the  new  reproductions  that  are  avail- 
able. The  prehistoric  art  of  Greece  is 
now  better  known  to  us  than  it  was  to 
the  Greeks  themselves,  thanks  to  the 
recent  excavations  in  Crete,  Melos, 
Thcssaly,  Mycenae,  Tiryns,  and  other 
places.  The  story  of  these  remarkable 
discoveries  by  Schliemann,  Dorpfeld, 
Tsountas,  Halbherr,  Pernier,  Mrs. 
Hawes,  Richard  Seager,  and,  above  all, 
Sir  Arthur  Evans  is  known 'to  all.  With- 
in the  last  twenty  years  two  enormous 
palaces  have  been  unearthed  at  Cnossus 
and  Phsestus  and  many  smaller  towns 
or  villas  have  been  excavated  at  Palse- 
kastro.  Zakro,  Gournia,  and  Hagia  Tri- 
ada,  Mochlos,  Pseira,  etc.,  by  English, 
Americans,  and  Italians.  This  Minoan 
civilization,  almost  modern  in  its  archi- 
tectural, sanitary,  and  other  arrange- 
ments, had  its  arts  and  crafts,  and  in 
the  minor  arts,  especially  in  gold  metal 
work,  it  rivals  the  Renaissance.  This 
Minoan  art  covers  more  than  2,000 
years,  from  the  Early  Minoan  (before 
2200  B.C.)  through  Middle  Minoan 
(2200  to  1600  B.C.)  to  Late  Minoan 
(1600-1200  B.C.  or  later)  and  can  best 
be  studied  in  the  Museum  at  Candia, 
since  no  important  work  of  art  can  be 
exported  from  Crete.  But  so  good  are 
the  facsimiles  made  by  Gilli^ron  and 
Bagge  and  Saloustro  and  others,  that 
one  can  form  a  very  good  idea  of  the 
wonderful  versatility  of  the  Cretan  art- 
ists and  of  the  Cretan  civilizations  by 
going  to  the  Cretan  room  in  the  Metro- 
politan Museum,  which  has  the  most 
complete  collection  of  Cretan  reproduc- 
tions, to  the  Museum  of  the  University 
of  Pennsylvania,  to  the  Fogg  Museum 
at   Harvard    University,   or   to   other 
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Flc.  1. — A  late  Minoan  false-necked  or  stirrup  vase 
(1600-1500  B.C.),  reconstructed  from  eighty-six  pieces, 
from  the  American  excavations  at  Gournia,  the  Cretan 
Pompeii,  representing  two  wrtthing  octopods  in  the 
midst  of  smaller  sea>animals  whose  fantastic  shapes 
recall  the  wonders  of  the  Naples  and  Honolulu  aqua- 
riums. Fine  pinkish -yellow  clay  with  decoration  in 
black-brown.     From  Mrs.  Hawes'  Gournia,  pi.  H. 


museums  which  have  such  reproduc- 
tions. Here  (Fig.  i)  are  faience  objects, 
especially  the  famous  snake-goddesses 
with  their  flounced  skirts  and  exposed 
breasts.  "Ce  sont  des  Parisiennes"  was 
remarked  when  they  were  first  pub- 
lished. Here  are  accurate  reproduc- 
tions even  truthfully  colored  of  votive 
robes,  shields,  flying  fish,  vases;  of  two 
naturalistic  reliefs,  one  a  cow  and  a 
calf,  the  other  a  goat  suckling  her 
young;  and  of  a  marble  cross  which  was 
used  as  a  religious  symbol  more  than 
1500  years  before  Christ  (Fig  l). 

Good  reproductions  of  the  wonderful 
vases  themselves  have  been  made  and 
it  is  sometimesdifficult  to  distinguish  the 
copies  from  the  originals.  So  in  Phila- 
delphia and  the  Metropolitan  Museum 
are  remarkably  fine  reproductions  of 
the  beautiful  octopus  vase  from  Gournia 
(Fig.  2).  There  are  reproductions  which 
which  vary  from  beautiful  facsimiles 
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Fig.  3. — E^rly  Minoan  stone  vases  from  Mochlos,  in  which 
the  natural  colors  of  the  veins  of  the  stone  make  beautiful 
patterns.  The  originals  are  in  Candia,  Crete,  but  exact 
reproductions  are  made.  From  Seager,  Explorations  in  the 
Island  0}  Mochlos,  pi.  iv. 


of  the  marvelous  small  many-colored 
stone  vases  (Fig.  3)  found  by  Seager  in 
1907  and  1908,  at  Mochlos  and  Pseira, 
in  which  the  natural -colored  veining  of 
the  stone  is  used  to  set  off  the  shape  of 
the  vases  and  as  a  highly  developed 
decoration,  to  the  tall  amphoras  painted 
with  excellent  plant  and  sea  forms, 
found  in  the  recent  excavations  of  Dorp- 
feld  at  Kakovato,  which  he  takes  to  be 
Nestor's  Pylos.  In  plastic  art  the  Mi- 
noans  and  Mycenaans  did  little,  if  any- 
thing, in  the  way  of  large  statues  in  the 
round,  but  they  have  left  us  many  inter- 
esting examples  of  modeling  in  relief, 
done  with  great  fidelity  to  nature  and 
with  even  a  realistic  rendering  of  the 
veins.  Those  reliefs  in  painted  gesso 
dnro,  representing  in  one  case  the  full 
length  of  a  man,  in  another  a  bull's 
head,  so  life-like  and  natural,  are  so 
imposing  that  their  grandeur  is  seen  in 
the  excellent  colored  reproductions,  A 
remarkable  rhyton  in  the  form  of  a 
bull's  head  in  steatite  with  gilded  horns, 
one  of  the  best  representations  of  a 
bull's  head  in  any  art,  was  found  a  few- 
years  ago  in  the  little  Palace  at  Cnos- 
sus  and  has  been  accurately  reproduced 
in  all  its  details  by  Saloustro  and  Gil- 
li^ron  (see  Art  and  Archaeology,  V, 
1917,  p.  143).  The  effectiveness  of  the 
architectural  fragments  with  spirals  and 
rosettes,  the  dignity  of  the  oldest  throne 
ia  Europe  (Fig.  4).  are  seen  even  in  the 
reproductions.  The  beautiful  bronzes, 
lamps,  gold  rings,  and  cups  are  repro- 
duced with  almost  perfect  fidelity.  Some 
of  the  gems  and  the  Vaphio  cups  (cf .  Art 
AND  Archaeology,  \',  1917,  p.  146) 
have  hardly  been  surpassed  in  any 
future  age.  But  to  my  mind  the  most 
remarkable  reproductions  of  the  art  of 
this  early  time  are  those  of  the  wall- 
paintings  which  are  among  the  most 
priceless  discoveries  at  Cnossus  and 
Phaestus,  because  we  have  not  a  single 
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painting  from  Polygnotus,  Micon,  Apcl- 
les,  or  any  other  great  Greek  painter, 
and  we  must  rely  on  painted  grave- 
stelae  from  Pagasae  (cf.  Art  and  Ar- 
chaeology, IV,  1916,  pp.  47  ff.)  and 
elsewhere,  on  Greek  vases,  and  late 
Greek  and  Roman  wall-paintings  from 
Delos,  Herculaneum,  Pompeii,  and  else- 
where, which  reflect  the  influence  of  the 
great  masters  in  painting.  These  Mi- 
noan  paintings  are  well  done  and  give  us 
a  fine  insight  into  Minoan  life.  We  see 
scenes  from  the  Minoan  circus,  where 


Fig,  4. — The  oldest  throne  in  Europe,  the  gypsuin 
throne  of  King  Minos  still  in  place  in  the  labyrinth  or 
palace  at  Cnossus,  Crete.  Date  about  1500  B.C.  Note 
the  carved  arch  with  crocketed  moldings  in  anticipation 
of  Gothic  architecture. 


Fig.  5.- — A  I. ate  Mycen^tan  fresco  found  rerenlly  at 
Tiryns  representing  two  ladies  with  interesting  coiffure 
in  a  chariot.  Note  the  peculiar  trees.  Reproductions 
are  made  by  Gilli^ron.  From  Tiryns,  Dir  Ergebnisse 
der  Ausgrabunten  dts  Deulschen  Instiluts,  II,  pi.  xii. 

girls  as  well  as  youths  fought  the  bulls 
and  did  acrobatic  stunts  over  and  on 
the  backs  of  the  bulls  which  would  sur- 
prise the  modern  toreador  (cf.  Art  and 
Archaeology,  V,  1917,  p.  144).  Here 
we  see  the  explanation  of  the  story  of 
the  Minotaur  to  whom  seven  youths 
and  maidens  were  sent  every  year  to 
make  a  Minoan  holiday,  and  here  we 
see  the  origin  of  the  bull-fight  which 
survives  in  Southern  France  and  Spain. 
Among  the  copies  of  other  frescoes,  per- 
haps the  best  known  represents  a  tall 
dignified  youth  advancing  with  a  tall 
vase  held  by  both  hands,  a  vase  like 
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C.  UaraiMaimls 

Fig.  6. — One  side  of  the  painted  sarcophagus  (rom  Hagia  Triada  of  the  Third  Late  Minoan  period.   Toward  the 

dead  man  standing  before  hi9  tomb  to  the  right  move  three  figures  with  offerings.   At  the  left  a  priestess  pours  a 

libation  into  a  vase  between  two  double  axes  with  birds  perched  on  them.   Behind  her  a  woman  carries  a  pole  from 

which  hang  two  vessels  and  then  comes  a  man  with  a  seven-stringed  lyre. 


many  found  in  Crete,  of  which  good 
reproductions  are  to  be  seen  in  many 
museums.  Others  represent  ladies  of 
distinction  with  extremely  modern 
faces  (one  with  ruby  lips),  an  elaborate 
coiffure  (of.  also  the  fresco  from  Tiryns, 
Fig-  5)'  aid  modern  costumes.  Others 
represent  crowds'  of  men  and  women 
dancing  around  a  shrine,  others  (one 
also  from  Phylakopi)  represent  flying 
fish,  a  girl  gathering  crocuses,  a  cat 
chasing  a  pheasant,  and  other  subjects 
from  plant  and  vegetable  life.  Most 
important  among  the  facsimiles  is  that 
of  the  famous  late  Minoan  stone  sar- 
cophagus from  Hagia  Triada  (Fig.  6), 
very  instructive  as  to  Minoan  religion. 
It  is  elaborately  painted  in  vivid  blue, 
red,  yellow,  and  green  on  stucco  over 
the  stone.  All  four  sides  have  funerary 
scenes,  which  tell  us  much  about  Mi- 
noan religion  and  Minoan  life.  From 
Hagia  Triada  also  come  three  impor- 
tant steatite  vases,  which  were  origi- 
nally covered  with  gold  leaf,  the  Har- 
vesters' vase  (Fig.  7)  with  its  life-like 
procession,  one  singer  rattling  the  sis- 


trum,  the  sentinels'  vase,  and  the  tall 
rhyton  representing  athletic  scenes  and 
bull-tights  (cf.  Art  and  Archaeology, 
V,  1917,  p.  147).  The  copies  of  these, 
also,  are  extremely  good.  One  no  longer 
needs  to  go' to  Athens  or  Crete  to  appre- 
ciate the  historic  and  artistic  impor- 
tance of  these  costly  and  beautiful  pro- 
ductions of  the  oldest  art  in  Greece. 
We  no  longer  depend  on  drawings,  but 
the  colored  plastic  and  painted  fac- 
similes are  making  the  exquisite  Cretan 
faience  and  the  gorgeous  Cretan  paint- 
ings known  throughout  the  world,  as 
they  rightly  deserve  to  be  known.  Even 
the  beauty  of  the  wonderful  Minoan 
and  Mycenaean  metal  work  has  been 
rendered  by  a  special  method  of  repro- 
duction, by  which  precious  metal  is 
copied  in  real  metal.  This  is  the  gal- 
vanoplastic  process  which  has  repro- 
duced by  the  help  of  exact  moldings  the 
original  form  as  well  as  the  brilliant 
color  of  the  original  metal  and,  where 
originals  are  bent  or  crushed,  reset?; 
them  in  their  original  form  (cf.  Karo, 
Archaeologischer  Anzeiger,  1903,  p.  157). 
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G.  Uanihiannii 

Fig.  7. — The  Harvesters'  Vase  from  Hagia  Triada,  in  the ' 

The  finest  specimens  are  the  well-known 
Vaphio  cups,  but  there  are  hundreds  of 
other  objects,  vases  of  all  kinds,  silver 
and  gold,  including  the  so-called  Nes- 
tor's cup,  beautifully  decorated  sword 
blades,  gold  masks,  a  golden  lion's  head, 
a  silver  ox-head  with  gold-plated  horns, 
all  sorts  of  golden  diadems  and  bands, 
hundreds  of  beautifully  decorated  rings 
and  amulets  and  beads,  golden  sacred 
shrines,  701  gold  discs  beautifully  deco- 
rated with  butterflies,  cuttle-fish,  leaves, 
rosettes,  spirals,  etc.  There  is  not  time 
to  enumerate  the  whole  list  of  the  ob- 
jects which  are  executed  by  the  Wurt- 
temberg  Metal  Factory  and  are  sold 
in  Wiirttemberg  (Galvanoplastik.  Geis- 
lingen-Steige)  or  by  GiUidron  &  Son, 
Rue  Skoupha  43,  Athens,  or  in  London. 
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Candia  Museum  in  Crete,  a  masterpiece  of  Minoan  Art. 

If  we  pass  from  the  brilliant  Minoan 
period  through  the  dark  ages  to  the 
eighth  and  seventh  centuries  B.C.,  we 
find  Greek  art  being  born  again  and 
gradually  developing  till  painting  and 
especially  vase-painting  reach  their  ze- 
nith in  the  early  fifth  century,  some 
years  before  sculpture  reaches  its  high- 
est idealistic  development  in  the  Par- 
thenon sculptures.  Vase-painting 
quickly  declines  to  its  nadir  in  the 
fourth  century,  after  which  vases  are 
rarely  painted,  and  molding  takes  the 
place  of  the  brush  as  in  the  famous 
Arretine  vases,  the  best  of  which  date 
from  about  the  time  of  Augustus. 
Sculpture  remains  on  the  high  plateau 
longer  but  loses  its  idealism  by  the  time 
of  Alexander,  after  whom,  in  the  Hellen- 
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Ci.h.r:m  .  thr  Jtr.'>W.<  J»  Trtitnsamlr,  fL  vn. 

Fni.  S. — The  Roman  army  erasing  the  Danube  on  a  ponloon  bridge  such  as  hai-e  ofien  betn  constructed  in  the 
present  war.  Cast  fioai  one  of  (be  reliefs  on  the  Column  of  Trajan.   See  Ait  ami  Akcb-^eoloct,  tr,  1916,  p.  3ii. 

istic  age,  attention  is  given  to  tech- 
nique. t«  the  technical  rendering  of 
anafomy.  to  exaggerated  posing  of  fig- 
ures, to  realism,  and  to  genre  and  pas- 
toral figures,  leading  the  way  to  the 
hi<;torical  relief  and  portrait -sculpture 
which  the  Romans  carried  to  such 


heights  in  the  Ara  Pacis,  the  -\rch  of 
Titus,  the  columns  of  Trajan  and  of 
Marcus  Aurelius.  and  the  remarkable 
portrait  busts  of  which  hundreds  are 
still  extant.  Casts  are  to  be  had  of 
almost  all  sculptures  from  earliest 
Greek  times  to  late  Roman.  There  are 


Fig.  9.— AiKXbCT  scene  frMti  the  Trj>an  cv^umn,  tin  the  left,  Tnian  s(An<i»  on  a  pUtform  or  ngertlMi.  recei\Tng 
the  Dacian  chiefs,  some  o(  wbom  are  mounted.  To  the  ri^rht.  Trjjgin  and  his  staff  are  standing  on  the  ground  to 
Rweive  the  Dacians.   In  the  h»ck|rround  sc^liers  are  peepinf;  a\-eT  the  wall  of  the  camp. 
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Fig.   io. — The  Bronze  Charioteer  at  Delphi.  Flc.   ii. — Reproduction,   made  by   the   Wiirttember^ 

Galvanoplastic  Co. 

setsof  casts  (Figs.  8,  9)  even  of  all  the  weapons  can  also  be  secured.   In  such  a 

reliefs  that  ascend  the  high  Trajan  col-  collection  of  casts  as  that  in  Berlin  or  in 

umn  in  a  spiral  band,  one  of  these  sets  the  Metropolitan,  or  other  museums,  a 

being  in  the  Museum  at  St.  Germain,  better  knowledge  of  the  whole  history 

the  museum  from  which  casts  of  Roman  and  development  of  ancient  sculpture 
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Archaeology,  III,  1916,  p.  272);  and 
to  show  what  an  original  colossal  mar- 
ble statue  by  Phidias  looked  like,  casts 
of  the  Medici  torso  and  other  works 
have  been  skilfully  combined  by 
Amelung  (Fig.  12).  In  some  cases,  we 
have  casts  of  statues  that  are  inaccessi- 
ble or  that  have  been  destroyed;  so  a 
cast  of  the  head  of  the  Lancelotti  dis- 
cobolus can  be  seen  in  the  Louvre, 
although  no  one  is  allowed  to  see  the 
original  in  Rome.  The  Wurttemberg 
Electro  Plate  Co.,  which  has,  or  had,  an 
office  also  in  London,  makes  excellent 
copper-bronze  reproductions  of  antique 
statues  and  busts  not  only  from  casts 
from  originals,  but  from  reconstructed 
works.  Among  these  are  the  "Spinario" 
(Fig.  13),  the  Apoxyomcnus  of  Lysip- 
pus,  the  Lemnian  Athena  by  Phidias, 


Fig.  13. — Reconstruction  of  the  Athena  Medici,  pub- 
lished by  Amelui^,  JakreshtfU  tUs  oest.   Arch.  Inst.,  xi, 
1908,  p.  i8g. 

can  be  gotten  than  even  in  a  museum 
with  only  a  few  originals;  although  no 
real  appreciation  of  the  greatness  of  any 
particular  work  can  be  secured  by  this 
method.  There  are  excellent  casts  of 
bronze  as  well  as  marble  works.  So, 
for  example,  the  metal  reproduction  of 
the  Delphi  charioteer  (Fig.  11)  is 
excellently  done.  Where  the  original 
was  of  bronze,  as  in  the  case  of  Myron's 
Discobolus,  the  practice  has  sometimes 
been  followed  of  coloring  the  cast  of 
some  Roman  marble  copy  to  look  like 
the  lost  bronze  original  (cf.  Art  and 


— The  boy  thorn  extractor  or  "Spina 
Ronw,  Palace  of  the  Conaervatori. 
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Fig.   14. — Ivory 


from  Ephesus.    The  originals  are  in  Constantinople,  reproductions  in  the  British 
Museum.    From  Hogarth,  Ephesus,  pi.  xxi. 


Myron's  Discobolus,  and  the  new  re- 
construction of  his  group  representing 
Athena  and  Marsyas  (cf.  Art  and  Ar- 
chaeology, III,  1916,  p.  320),  also  the 
Diana  of  Gabii,  and  many  other  classical 
works  as  well  as  much  later  works, 
such  as  the  equestrian  statue  in  Venice 
of  Bartolomeo  Colleoni  by  Verrocchio. 
In  some  cases  fine  colored  reproduc- 
tions are  available,  as  in  the  case  of  the 
archaic  painted  female  figures  in  the 
Acropolis  Museum  of  Athens,  some  of 
which  have  been  imitated  by  Miss  Niel- 
sen and  others. 

Casts  of  works  of  architecture  are 
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valuable  to  illustrate  the  history  of  archi- 
tecture and  to  give  suggestions  to  the 
modern  architect.  One  of  the  larger 
rooms  in  the  Metropolitan  Museum  has 
a  collection  of  such  casts  including  not 
only  reproductions  of  doorways,  but 
sometimes  whole  monuments  like  the 
choregic  monument  of  Lysicrates  or 
the  porch  of  the  Caryatids  of  the  Erech- 
theum.  For  Greek  vases,  except  those 
of  Minoan  times,  which  I  have  already 
mentioned,  I  know  of  no  good  repro- 
ductions except  the  forgeries  of  Schiap- 
pino.  So,  for  example,  in  the  Louvre 
there  is  a  good  copy  of  the  colossal 
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Fig.  15. — Bowls  made  from  an  ancient  Arretine  mold,  in  the  Fogg  Museum  at  Harvard.    From 
Chase,  Catalogue  of  Ike  Loeb  Colleclion  of  Arretine  Pottery,  No.  \2$. 
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cylix  of  Oltus.  It  is  said  that  this  copy 
was  so  good  when  it  first  appeared  in 
Paris  that  a  telegram  was  sent  to  the 
Museum  at  Corncto  that  the  original 
vase  had  l>een  stolen.  The  reproduction 
of  vases  made  by  Salzger,  of  Eisenach, 
arc  very  inaccurate  and  of  no  great 
scientific  value.  For  Greek  ivories, 
gems,  and  coins  there  are  fine  reproduc- 
tions; so,  for  example,  the  reproductions 
(Fig.  14)  of  the  wonderful  deposit  of 
ivories,  gold  statuettes,  and  ornaments 
dating  from  the  time  of  Solomon,  which 
Hogarth  found  in  his  recent  excava- 
tions at  the  great  temple  of  Diana  at 
Ephesus  which  one  can  see  in  the  Brit- 
ish Museum,  seem  to  be  almost  exact 
duplicates  of  the  originals  in  Constanti- 
nople. For  Greek  coins  there  are  re- 
markable electrotype  reproductions 
made  by  the  British  and  other  Mu- 
seums, and  any  teacher  can  use  the 
process  which  Professor  Andrews,  of 
Cornell,  has  invented  for  casting  coins 
in  large  numbers  to  put  into  the  hands 
of  students.  Coins  give  a  real  taste  for 
what  is  classical,  and  besides,  they  con- 
vey definite  and  historical  information 
{cf.  Miss  Palmer's  article  in  this  num- 
ber of  Art  and  Abchaeolociy).  They 
give  much  information  about  portraits 
of  famous  men,  about  religion,  mythol- 
ogy, daily  life,  buildings,  and  pwlitical 
events.  For  terra-cbttas  there  are  good 
reproductions  and  forgeries,  like  those 
in  Boston;  for  gems  there  are  hundreds 
of  plaster  and  sulphur  casts  available, 
and  many  glass  pastes  and  enameled 
stones,  colored  to  imitate  the  originals. 
There  are  many  good  imitations,  as  in 
the  Somerville  and  other  collections. 
Many  such  collections  exist  in  mu- 
seums, and  at  the  University  of  Ver- 
mont there  is  an  excellent  such  collec- 
tion made  by  Mr.  Marsh,  of  which 
Profes.sor  Ogle  has  recently  published 
a  good  catalogue.    Of  many  ancient 
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Fic.    16. — Reproductions  of  pre-Roman   pitrhera  and 

basins  (the  lowest  perhaps  as  early  as  the  sixth  century 

B.C.)  made  by  De  Angelis  &  Son.    From  Tarbeil,  Caia- 

logue  of  Brontes,  etc.,  in  Field  Museum  of  Nal.  Hist. 

bronzes,  there  are  good  reproductions 
available;  so  of  the  bronzes  in  Naples 
fine  reproductions  are  made  by  the  firm 
of  Sabatino  De  Angelis  &  Son,  and  by 
Chiurazzi  &  Son,  Naples.  These  are  to 
be  seen  in  other  museums  as  well  as  in 
the  Wanamaker  collection  in  the  Mu- 
seum of  the  University  of  Pennsylvania 
(these  made  by  Chiurazzi),  or  in  the 
Field  Museum  of  Natural  History  in 
Chicago,  of  which  Professor  Tarbell  pub- 
lished an  excellent  catalogue  in  1909,  with 
eighty-two  beautiful  plates  (Fig.  16). 
One  of  the  most  valuable  collections  of 
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reproductions  of  classical  things  in  the 
United  States  is  the  Saalburg  collection 
at  the  Washington  University,  St. 
Louis,  which  illustrates  all  the  different 
features  of  a  Roman  camp,  including 
the  every-day  military  life  of  the  Roman 
soldiers  as  well  as  the  agriculture  and 
trades  of  the  hangers-on  of  the  camp. 
This  Roman  camp  near  Frankfort, 
was  restored  by  order  of  the  Kaiser  and 
a  museum  of  Roman  objects  built. 
Of  many  other  works  of  the  minor  arts 
of  Roman  times  there  are  good  repro- 
ductions. The  famous  Hildesheim  col- 
lection of  beautiful  silver  vases,  dating 
probably  from  the  time  of  Augustus, 
which  served  for  decorative  purposes, 
as  well  as  for  table  use  (Fig.  17),  among 
which  is  the  famous  Athena  Bowl,  the 
most  beautiful  production  of  the  antique 
silversmith's  art  (Fig.  18),  is  most  faith- 
fully reproduced  in  the  many  copies 
manufactured  by  the  galvanoplastic 
method.  This  same  process  has  been 
used  to  make  reproductions  of  those 


Arretine  vases  which  Martial  told  us 
not  to  despise.  An  extensive  collection 
of  Arretine  ware,  owned  by  Mr.  Loeb 
(Fig.  15),  was  catalogued  by  Profes- 
sor Chase,  who  has  just  published  a 
similar  catalogue  of  the  Arretine  vases 
in  Boston.  They  suggest  prototypes  of 
metal  in  their  shapes  and  decorations; 
so  that  there  is  some  justification  in  the 
employment  of  metal  in  the  reproduc- 
tions, but  plastic  facsimiles  colored  red 
like  the  originals  can  also  be  obtained. 
The  number  of  reproductions  is 
endless,  and  no  museum  probably  will 
ever  have  the  funds  necessary  to  pur- 
chase all  the  possible  reproductions, 
but  every  city  which  takes  an  interest 
in  the  History  of  Art,  should  have  as 
many  of  the  better  reproductions  as  it 
can  afford,  and  I  have  tried  to  indicate 
what  are  some  of  the  more  important 
reproductions  of  classical  art.  Almost 
all  important  museums  make  casts;  but 
the  most  important  firm  for  classical 
casts  is  Gerber  in  Cologne,  but  practi- 
cally the  best  one  available  for  Ameri- 
cans in  war-times  is  Caproni,  1914 
Washington  St.,  Boston  (cf.  also  my 
article  in  the  Classical  Weekly,  x,  1916, 
P-5)- 


Fig.  18,— The  Athena  Bowl  from  Hildesheim  in  Berlin. 
Johns  Hopkins  University 
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IMPRESSIONS  OF  ASSISI 

Clarence  Stratton 


OF  course  I  was  wrong  in  approach- 
ing Assisi  for  the  first  time  after 
dark.  At  the  station,  after  the 
gold-laced  porter  had  thrust  a  smelly 
lantern  and  my  carefully  syntaxed  let- 
ter of  warning  under  my  nose,  he  shoved 
me  and  my  bag  into  the  hotel  omnibus. 
Behind  me  came  a  female — a  girl, 
woman,  young,  old,  ugly,  beautiful — I 
could  not  make  out,  for  she  was  wrapped 
higher  than  her  ears  in  a  thick  gray 
shawl.  Then  came  her  grizzled  straight 
— father,  husband?  She  huddled  into 
the  corner  across  from  him.  The  horses 
trotted  up  the  long  road,  the  snowflakes 
melting  down  the  panes. 

Then  trains,  stations,  baggage,  snow, 
omnibus — all  vanished.  I  thought  of 
Dante's  moving  tribute  to  the  simple 
man  who  had  made  Assisi  kindle  the 
entire  world  with  a  lovelier,  kindlier, 
holier  feeling  than  even  Rome  itself, 
with  all  its  gorgeousness,  its  history,  its 
pomp  can  inspire. 

Assisi  is  S.  Francis — S.  Francis  is 
Assisi.  What  was  his  father's  wealth 
to  this  gentle  youth?  What  to  him 
meant  the  chances  of  trade  on  the 
routes  to  east  and  west,  all  of  which 
passed  through  his  town?  Nothing  mat- 
tered to  him  except  the  approval  of  his 
own  conscience,  the  godliness  of  his  own 
life,  the  love  of  his  heart  for  all  the 
world.  If  religion  ever  was  poetry,  it 
was  in  this  man's  life.  If  any  heart 
overflowed  in  glory  of  its  Maker,  it  was 
the  heart  of  this  saint  when  he  wrote 
his  Hymn  to  the  Sun.  Patient  under 
the  silence  of  his  townsmen,  silent  under 
the  jeers  of  his  detractors,  hopeful  even 
after  the  Pope  had  refused  to  sanction 
his  order  of  poor  friars,  S.  Francis  con- 
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tinned  his  work.  His  godliness 
triumphed.  Followers  took  and  kept 
the  vows;  the  Benedictines  gave  him 
the  Porziuncula  down  in  the  valley  we 
were  leaving  behind;  his  death  con- 
firmed his  holiness;  at  the  western  end 
of  his  town  arose  the  great  church,  nay, 
the  two  great  churches  dedicated  to  his 
honor;  and  in  them  Cimabue  and  Giotto 
fixed  forever  his  life  and  glory  in  the 
earliest  specimens  of  true  Italian  art. 
Why  should  not  S.  Francis  have  tamed 
the  fierce  wolf  that  ravaged  Agobio  by 
speaking  to  him  kindly,  calling  him 
"Brother  Wolf"?  No  legend  of  humil- 
ity, of  self-abnegation,  of  kindness,  of 
love,  of  service,  told  of  this  man  need 
be  beyond  belief.  Everything  about 
him — 

"II  me  faut  danser  beaucoup  ce  soir 
ahn  de  dormir." 

Had  the  snowstorm  suddenly  changed 
into  a  thunderbolt  demolishing  the  om- 
nibus, I  should  not  have  been  more 
stunned.  Dancing — in  Assisi — in  order 
to  make  one  sleep!  What  had  this 
woman  meant  by  this  remark?  Did  the 
religious  mediaeval  town  of  S.  Francis 
allow  dancing?  She  continued  almost 
at  once,  still  in  French. 

"That  call  in  Foligno  this  afternoon 
made  me  terribly  tired." 

So  they  made  afternoon  calls  in 
Foligno  instead  of  going  on  religious 
pilgrimages.  She  murmured  petulantly, 
"Babbo."  She  was  his  daughter  then, 
for  that  word  is  baby  talk  for  "father." 
"Babbo,  if  you  sit  here  I  can  go  to  sleep 
on  your  shoulder." 

Turning,  I  offered,  "I  shall  move  my 
bag,  then  your  daughter  may  sit  beside 
you  here." 
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Father  spoke  to  me. 

"You  are  not  Italian?" 

"No,  Monsieur." 

"French,  Spanish,  German,  English, 
Russian?" 

"American." 

"South  American?  From  what  city?" 

"Philadelphia." 

Then  he  electrified  me  by  saying  in 
careful  Engli'^h,  "Philadelphia — why — 
that  was  the  city  to  which  Benjamin 
Franklin  went  after  he  left  Boston." 

I  had  absolutely  forgotten  any  his- 
tory of  yesterday,  compared  with  the 
town  we  were  approaching.  Philadel- 
phia is  a  mushroom  growth  of  a  night, 
while  beside  S.  Francis,  Benjamin 
Franklin  seemed  like  a  jovial  acquain- 
tance of  yesterday.  As  I  explained 
matters  to  my  now  aroused  companions, 
even  Signorina  ventured  questions,  in- 
differently in  French, English, or  Italian, 
and  I  was  told  that  they  had  lived  six 
months  in  England,  but  that  they  were 
natives  of  Sardinia.  This  was  the  first 
time  I  had  met  any  of  Signora  Grazia 
Deledda's  people  out  of  her  books.  It 
was  in  a  buzz  of  conversation,  there- 
fore, and  not  in  a  cloak  of  meditation 
that  I  entered  the  bright  hotel  and 
went  up  to  coffee  and  newspapers  in 
the  library.  That  evening  Signor  As- 
sinelti  formally  presented  me  to  his 
daughter,  Rinati;  to  Signor  Rossi  and 
his  wife;  and  to  young  Benlieure  Ortiz, 
son  of  the  director  of  the  Spanish  Acad- 
emy at  Rome.  Later  I  met  other  people, 
chief  among  them  Maria  Marchetti, 
who  with  Rinati  Assinelli  had  studied 
music  with  Pietro  Mascagni  at  Pesaro, 
where  both  Rossini  and  Mascagni  had 
been  born.  Without  these  friends  I 
might  have  been  lonely  in  Assisi  the 
first  time,  for  the  winter  daylight  was 
short,  the  dark,  cold  evenings  were  long, 
and  I  was  the  only  real  outsider,  since 
the  young  Spanish  art  student  had  lived 
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long  in  Rome.  Day  after  day  I  stood 
rapt  below  the  Cimabues  in  the  lower 
church  of  S.  Francesco.  I  walked  miles 
in  the  upper  church  before  the  twenty- 
six  scenes  from  the  saint's  life  painted 
by  Giotto.  And  I  held  my  breath  in 
reverence  every  time  I  stole  down  into 
the  crypt  where  rests  the  tomb  in  the 
center  of  the  silent  white  sanctuary. 
Here,  I  heard  mass,  listened  to  the  col- 
loquial sermons  of  the  Frati,  much  like 
those  reported  in  The  Little  Flowers,  as 
preached  by  the  Saint  himself,  and  from 
here  I  always  followed  the  celebrants 
through  the  upper  churches  and  out 
into  the  beautiful  old  cloisters,  for  the 
mass  extended  over  all  the  property 
left  to  the  order  by  the  Italian  Govern- 
ment. One  day  down  in  the  valley  I 
found  at  the  Porziuncula  a  Friar  from 
far-away  Texas.  I  haunted  the  church 
of  Santa  Chiara  (p.  242),  with  its  ugly 
walls  and  heavy  leaning  buttresses.  I 
smiled  when  I  crossed  the  little  uneven 
town  square  and  looked  up  at  the  beau- 
tiful fagade  (p.  240)  of  the  old  Roman 
temple — smiled  at  the  way  Goethe 
acted  when  he  was  in  Italy.  For  he 
came  yearning  for  Greek  influence ;  hav- 
ing put  aside  all  the  mediaeval,  all  the 
Renaissance,  all  the  Gothic;  finished 
with  all  those  great  qualities  that  made 
the  first  part  of  Faust — yearning  for  the 
antique,  for  the  classic.  Goethe  looked 
long  and  lovingly  at  this  harmonious 
Greek-lined  temple,  then  turned  and 
fled  down  the  hill,  determined  that  no 
importunities  of  guides  should  induce 
him  to  spoil  his  impression  of  Assisi  by 
looking  at  mediaeval  convents,  monas- 
teries, and  churches. 

Ortiz  finished  the  sketches  of  old  men 
in  the  asylum  he  had  come  up  to  make. 
The  Assinellis  were  going  to  Rome  for 
the  Christmas  season,  so  one  clear  day, 
when  the  Umbrian  Valley  and  sky 
looked  colder  and  bluer  than  any  Peru- 
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The  entrance  to  the  Lower  Church  of  St.  Francis.    The  arcades  shelter  hundreds  of  pilgrims'  horses. 


gian  artist  ever  painted,  I  passed  on  to 
the  town,  the  Hghts  of  which  I  had  seen 
every  night  from  one  of  the  hotel  ter- 
races. 

I  believe  that  Italians  never  forget. 
Five  years  later,  when  1  descended  from 
the  jolting  train,  the  same  obsequious 
porter  who  had  waved  me  off  greeted 
me  cordially  by  name  and  began  to  tell 
me  at  once  about  everyone  I  had  known 
in  Assisi.  Far  above  the  gray  olive 
trees,  clear  in  spite  of  the  clouds  of  dust 
the  tramping  oxen  and  barefooted  chil- 
dren pounded  up  from  the  roads,  shone 
the  pink  and  yellow  band  about  the 
mountain's  brow,  and  higher  still,  sil- 
houetted against  a  pitiless  hot  blue  sky, 
rose  the  old  Castle.  The  driver  and  my 
old  friend  in  the  dollar  cotton  suit 
spread  handerchiefs  to  protect  their 
necks,  the  horses'  tongues  lolled  out  of 
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their  mouths,  their  hoofs  made  muffled 
reports  in  the  four-inch  deep  dust,  but 
no  mere  physical  discomfort  could  de- 
stroy the  perfect  beauty  of  the  ascent. 
Though  the  road  winds  to  right  and 
left,  the  visitor  .never  loses  sight  of  the 
great  supporting  arcades  beneath  the 
monastery  of  S.  Francescb  (p.  236).  At 
the  western  extremity  of  the  town  this 
pile  of  masonry  stands.  It  does  not  rise 
as  such  a  noble  structure  should — it 
really  sinks,  for  the  slope  of  the  moun- 
tain drops  so  suddenly  that  as  much 
masonry  is  in  foundation  as  in  super- 
structure. I  was  grateful  that  these 
great  masses  are  not  defiled  as  are  those 
beneath  San  Domenico  in  Siena,  where 
cavalry  barracks  have  been  provided. 

This  second  stay  in  Assisi  was  a 
peculiar  mixture  of  past  and  present. 
In   the  hotel  dining-room  the  waiter 
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bringing  my  cheese  stepped  ar'de  to  let 
pass  a  young  priest.  When  '  soup 
was  served,  he  rose  from  his  t  -.ir  and 
standing  behind  it  said  his  grace.  Even 
before  this  his  face  and  bearing  had 
attracted  my  attention.  Beneath  his 
wealth  of  crisply  curling  hair  was  an 
unwrinkled  countenance  of  dazzling, 
even  whiteness.  Not  a  wrinkle,  not  a 
shade,  seemed  ever  to  have  marred  that 
perfectly  and  even  to  my  casual  im- 
pression, holy  face.  So  often  such  calm 
is  merely  a  thing  acquired — little  twitch- 
ings  of  the  fingers,  nervous  shiftings  of 
the  eyes,  or  glowing  fires  within  their 
pupils,  counteract  and  contradict  this 
peace.  Here  was  none  of  these  things- 
full,  deep  brown  eyes,  gazed  calmly  at 
the  outside  world.  This  priest  must  be 
entirely  detached  from  outside  influ- 
ence— of  contact  there  could  be  none 
at  all.  It  was  quite  natural  to  find  in 
the  home  of  the  gentle  S.  Francis  this 
young  twentieth-century  celibate. 
These  musings  were  in  my  mind  as  I 
finished  my  coffee — they  surged  over 
me  as  I  sat  beneath  a  tall  rubber  plant 
on  a  terrace  gazing  at  the  spreading 
yellow  haze  that  announced  the  coming 
of  the  full-orbed  moon.  They  passed 
from  me,  however,  as  the  moon  finally 
flooded  the  Umbrian  Valley  with  silver 
light,  dimming  all  the  stars  and  c\cn 
the  distant  twinkling  lights  of  Perugia. 
1  sought  some  lines  in  Swinburne  or 
D'Annunzio  to  quote  when  someone 
unobtrusively  moved  a  chair  near  to 
mine,  and  uttered  a  quiet  "Bnona  sera." 
It  was  my  priest.  I  felt  a  mild  curiosity 
about  him,  because  of  his  splendid 
manly  beauty — there  was  additional 
piquancy  in  the  situation  because  I  had 
never  known  a  Catholic  priest,  yet  I,  a 
"scismatico,"  had  come  to  a  Catholic 
shrine,  actuated  in  all  likelihood  by  the 

The  Temple  of  Minerva  in  the  Forum  of  Assisi,  the  only      same  motiveS  that  had  mOVed  him. 

building  Goethe  would  look  at.  He  was  French,  from  near  Toulouse, 

[240] 


.y  Google 


ART  AND  ARCHAEOLOGY 


The  fortress  built  upon  a  rock  at  Assisi,  called  "La  Rocca." 


a  provincial  seminarist.  He  was  as  big 
and  broad  as  all  modernity.  Realizing 
that  his  church  had  enemies  in  the 
world,  he  had  turned  his  attention  to 
things  of  the  present.  The  "Index  Ex- 
purgatorius"  did  not  concern  him,  for 
he  knew  Oscar  Wilde,  Swinburne, 
Nietzsche,  Sudermann ,  D' Annunzio.  He 
was  a  reincarnation  of  some  scholarly 
divine  of  the  middle  ages,  philosophical, 
devout,  but  above  all,  literary — to 
whom  the  warfare  between  evil  and 
good  is  much  like  the  struggles  between 
churchmen  and  Pagans  of  the  Renais- 
sance. He  was  curious,  as  are  all  Euro- 
peans, about  the  far-away  United  States. 
How  could  a  land  be  even  decent  and 
orderly  where  every  man  may  do  as  he 
pleases?  What  restrains  people  from 
doing  as  they  please?  I  hope  that  what 
I  told  him  of  public  opinion  enlightened 
him.   Yet  I  could  see  that  it  was  all  too 


new,  all  too  strange  to  seem  real  to  him. 
With  local  custom  he  was  more  famil- 
iar. He  could  understand  why  St.  Louis 
had  Sunday  baseball  while  Philadelphia 
had  none.  He  was  deeply  touched  when 
I  told  him  that  I  had  seen  agnostics  and 
Jews  seated  on  the  stage  of  a  hall 
thronged  with  men  of  all  faiths  doing 
honor  to  a  Catholic  archbishop  the 
day  he  received  the  pallium  from  the 
Pope. 

But  while  the  people  visitirig  Assisi 
are  always  as  fascinating  as  any  could 
be,  they  are  all  drawn  there  by  one 
power,  the  greatness  of  a  humble  man 
of  the  thirteenth  century.  Even  the 
prosperous  moving-picture  directors 
and  actors  from  Turin  had  come  to 
arrange  for  a  series  illustrating  the  life 
of  S.  Francis.  To  the  foreigner,  to  the 
devout,  to  the  literary,  to  the  artistic, 
all  the  interest  is  focused  in  the  three 
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remarkablcchurches,  one  above  another, 
all  dedicated  to  the  Saint  (p.  236). 

The  Lower  Church  (cf.  p.  239)  is  en- 
tered from  the  usual  street  level.  Its 
arches  and  ceiling  are  low,  its  chapels 
obscured,  its  decorations  dimmed,  its 
colors  faded.  To  the  student  of  the 
history  of  art,  its  frescoes  are  of  para- 
mount importance.  Several  were 
painted  by  the  predecessors  of  Cima- 
bue;  this  master  himself  added  a  much- 
reproduced  Madonna  with  four  angels: 
but  its  crowning  setting  is  made  up  of 
the  four  lar^e  triangles  above  the  altar 
illustrating  the  three  Franciscan  virtues 
of  poverty,  chastity,  obedience,  and  the 
final  apotheosis  of  the  Saint.  The  in- 
genious allegorical  conception  and  de- 
tails in  these  scenes  are  worthy  of  the 
imagination  of  Dante  himself. 

In  1818,  below  this  Lower  Church, 
there  was  discovered  the  rough  stone 
sarcophagus  containing  the  Saint's  re- 
mains. Around  it  was  constructed  a 
rather  ornate  marble  crypt  which  be- 
comes impressive  only  during  a  service 
when  one  of  the  few  remaining  Frati 
sits  familiarly  and  talks  in  simple, 
beautiful  Italian  to  a  few  old  beggars 
and  curious  tourists. 

After  the  shadows  of  these  two  places 
the  Upper  Church  strikes  one  as  daz- 
zling. Its  Gothic  arches  spring  high 
into  the  air,  its  long,  narrow  stained- 
glass  windows  are  far  above  the  floor, 
its  supports  are  clusters  of  stem-like 
colored  shafts;  it  is  open,  airy,  light. 
While  not  so  worked  and  reworked  as 
the  gem-like  Sainte  Chapelle  in  Paris, 
it  is  as  elaborate  in  its  decoration  as 
the  taste  and  skill  of  its  craftsman 
needed  to  make  it. 

The  wall  paintings  show  a  decided 
improvement  in  execution  over  those  of 
the  Lower  Church.  The  biblical  scenes 
upon  the  upper  sections  by  pupils  of 
Cimabue  present  one  of  the  earliest 
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series  so  often  repeated,  of  Old  Testa- 
ment incidents  paralleled  by  New  Testa- 
ment events.  The  gradual  advance  in 
technic  is  striking  and  leads  the  gaze 
back  to  beginnings  again  and  again. 
Thus  the  way  was  prepared  for  Giotto, 
of  whose  superiority  over  his  master 
Dante  wrote  in  the  Purgatorio: 

Credette  Cimabue  nella  pittura 

Tener  to  campo,  ed  ora  ha  Giotto  il  grido, 

Si  che  la  fatna  di  colui  e  oscura. 

Here  in  large  panels  the  painter  de- 
picts scenes  from  the  life  of  the  Saint. 
As  simple  in  intent  as  the  motives  of  the 
great  man  they  honor,  they  dispel  criti- 
cism by  their  charming  naivete,  and 
remove  all  captiousness  by  their  dra- 
matic vigor.  There  was  as  yet  no  science 
of  perspective;  landscape  counted  not 
at  all;  meanings  had  to  be  made  clear  at 
a  c&sual  glance.  When  S.  Francis  ap- 
peared to  Innocent  III  supporting  the 
toppling  Lateran,  the  artist  had  no  idea 
of  how  to  paint  a  crumbling  structure, 
so  he  shows  it  leaning  on  one  edge  like 
a  box.  Even  its  opposite  base  line  has 
risen  far  above  the  ground.  When  S. 
Francis  received  the  Stigmata,  Giotto, 
in  order  that  none  might  mistake,  drew 
faint  lines  from  the  wounds  of  Christ's 
body  to  the  reproduced  marks  on  that  of 
the  Saint.  For  the  beginnings  of  archi- 
tectural perspective  one  must  go  to 
Perugia  and  Florence,  for  landscape 
painting  he  will  have  to  wait  a  century 
or  so,  but  for  dramatic  force,,  human 
emotions  depicted  by  figures  and  group- 
ings, here  are  masterpieces.  When  the 
youthful  Saint  restores  his  apparel  to 
his  father,  there  is  no  doubt  as  to  the 
feeling  in  the  breast  of  every  actor  in 
the  scene.  In  an  entirely  different  man- 
ner, yet  just  as  effective  in  its  quietness, 
is  his  sermon  to  the  birds.  The  parting 
from  Saint  Clara  is  a  triumph  of  group- 
ing. 
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It  was  difficult  to  do  anything  in 
Assisi  away  from  this  pile  of  masonry, 
but  there  were  polished  Italian  cavalry 
officers  to  meet  and  converse  with ; 
there  were  long  winter  evenings  in  the 
hotel  library  with  the  proprietor  dis- 
cussing the  work  of  his  close  friend,  the 
French  savant,  M.  Paul  Sabatier;  and 
there  were  two  excursions  out  to  the 
Carceri,  those  rock-hew^n  cells  in  the 
side  of  Mount  Subasio  where  the  leader 
and  a  few  followers  retired  at  times  for 
rest  and  meditation.  One  of  these  I 
took  in  winter  on  foot  when  I  made  a 
friend  of  an  Italian  who,  like  another 
Giotto,  was  watching  his  sheep  and  try- 
ing to  call  back  his  dog  from  chasing 
rabbits  in  the  snow.  In  the  summer  I 
hired  a  little  open  vettura,  the  lowest 
degree  of  the  aristocratic  victoria,  and 
watching  the  swaying  back  of  the  high 
perched  driver,  rattled  up  and  up  the 
bumpy  streets  and  out  upon  the  moun- 
tain road.  Below  sank  the  slopes  clad 
with  dull  green  olive  trees,  far  below 
shnwed  the  ribbon  of  the  railway,  here 


and  there  were  white  and  gray  dots  of 
hamlets,  a  silver  shining  thread  was  the 
river  Tescio,  moving  clouds  of  dust  en- 
veloped the  dashing  cavalrymen  en- 
camped for  the  riding  exercise  that 
makes  them  the  most  efficient  army 
horsemen  in  the  world.  But  the  vettura 
stopped  suddenly;  I  peered  around  and 
saw  two  cream  white  oxen  with  horns 
spreading  wide  enough  to  bar  the  road. 
I  wondered  why  the  boy  with  the  prod 
did  not  move  them  off  to  one  side  to  let 
the  carriage  pass.  The  driver  ejacu- 
lated some  Italian,  which  might  be 
swearing,  and  as  he  jumped  down  I 
expected  to  see  him  whip  out  a  stiletto 
and  commit  murder.  Instead  the  kind 
faced  cattle  wheeled  lazily  about,  boy 
and  coachman  attached  them  to  the 
carriage  shafts,  there  was  a  crack  of  the 
whip,  a  lunge  of  the  goad,  the  creaking 
of  wheels,  and  we  were  off  on  the  moun- 
tain climb,  drawn  by  the  horses  of  the 
livery  stable,  and  the  oxen  of  the  field. 


TO  MICHELANGELO 

( Mithelangelo,  when  asked  why  he  gatie  kis  lime  la  an  artisl's  career, 
said:  "For  those  who  feel  it,  nothing  makes  the  soul  so  religious  and 
pure  as  the  endeavor  to  create  something  perfect,  for  God  is  fierfec- 
lion,  and  whoever  strives  after  it  is  striving  after  something  divine!") 

So  wert  thou  lifted  up  to  that  far  height 

Better  the  divine  beckonings  thus  to  hear; 

To  fuller  breathe  celestial  atmosphere; 
To  clearer  see  in  that  refulgent  light, 
Where  such  as  thou  rise  far  above  the  night 

To  dwell  with  the  prophet  old  and  the  seer. 

Who  so  to  the  Godhead  hath  thus  come  near, 
And  their  eyes  unsealed  they  see  all  aright, 

To  create  the  beautiful  out  of  lasting  stone; 
To  write  in  music  or  in  imperishable  word, 

Such  melody  as  first  in  heaven  was  known; 
To  sound  other  hearts  when  their  heart  is  stirr'd; 

All  means  so  have  ye  thus  divinely  grown; 
And  messages  of  hving  speech  have  truly  heard. 

HARRY  EDWARD  MILLER 
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Prehistoric  Cities  in  India 

INDIA'S  Archzeological  Survey  for  1912-14,  recently  issued,  is  a  notable  one. 
The  outstanding  achievement  of  the  past  few  years  has  been  the  scientific 
excavation  of  the  sites  at  Taxila.  Notwithstanding  the  wealth  and  power  of 
Taxila  in  ancient  times,  we  possess  Httle  information  from  history  regarding  its 
cities  and  kingdoms  or  Hterature.  Greek  and  Chinese  writers  have  left  only  brief 
notices  of  it,  but  coins  and  a  few  inscriptions  show  that  it  must  have  been  from 
time  to  time  the  capital  of  a  considerable  and  fertile  territory. 

It  was  not  essentially  Indian.  Its  foundation  goes  back  to  the  second,  if  not 
to  the  third,  millennium  before  the  Christian  era  and  the  "Mahabharata"  makes 
it  the  scene  of  the  great  mythical  snake-sacrifice  of  Janamejaya.  But  it  is  not 
until  the  fifth  century  R.c.  that  it  can  be  definitely  said  to  be  historically  men- 
tioned, and  even  then  we  only  hear  of  it  as  the  seat  of  a  university  in  the  Buddhist 
birth-stories  or  "Jatakas."    In  326  B.C.  it  submitted  to  Alexander. 

The  remains  at  Taxila  are  very  largely  Buddhist,  but  on  the  commanding 
mound  at  Jandial  excavation  has  disclosed  a  temple  almost  identical  in  plan 
with  a  typical  Greek  fane  of  the  classical  period,  but  in  lieu  of  an  extra  chamber 
such  as  the  "Parthenon"  or  chamber  of  the  virgin -goddess  found  in  temples  to 
Athene,  and  to  Artemis,  placed  between  the  back  porch  and  the  sanctuary,  a 
solid  mass  of  masonry  exists  which  must  have  carried  a  lofty  tower  rising  far 
above  the  temple  itself.  It  would  be  consonant  with  all  that  we  know  of  Alexan- 
der's own  policy  to  surmise,  as  Sir  John  Marshall  docs,  that  on  this  tower  was  a 
fire  altar  and  that  the  temple  was  a  Zoroastrian  one.  Or  it  may  be  that  it  was 
itself  dedicated  to  a  Greek  god,  though  constructed  in  the  Parthian  epoch,  with 
a  tower  consecrated  to  fire-worship.  Alexander  had  set  the  example  of  winning 
over  a  conquered  people  by  adopting  their  creed  and  fusing  it  with  his  own,  and 
this  precedent  may  have  been  followed  even  by  Parthian  rulers  anxious  to  con- 
ciliate the  Greek  elements  in  the  population.  The  Ionic  style  of  the  columns, 
pilasters,  and  bold  moldings  round  the  base  of  the  walls  shows  how  strong  Greek 
or  Hellenistic  influence  still  was  in  Taxila  at  this  epoch. 

The  character  of  the  building  was  consonant  with  that  of  the  composite 
religion,  which  reminds  us  of  that  union  of  the  ancient  faith  of  the  Pharaohs  with 
the  Hellenic  mysteries  which  the  Ptolemies  had  founded  in  Egypt.  A  very 
curious  temple  at  Sirkap  seems  to  have  been  dedicated  to  a  trinity  of  federated 
creeds.  Its  architecture  is  composite,  having  on  the  two  sides  a  central  pilaster 
with  a  circular  shaft,  while  those  flanking  it  are  square  with  capitals  of  plain 
moldings,  except  at  the  eastern  corners  where  they  are  of  the  Corinthian  order. 
On  the  front  fagade  all  the  pilasters  are  Corinthian,  two  having  rounded  and  the 
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The  recently  erected  Cervantes  Monument  in  Golden  Gate  Park,  San  Francisco.   The  kneeling 
figures  are  Don  Quixote  and  Sancho  Panza. 
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remainder  flat  shafts.  The  interspaces  between  these  pilasters  are  relieved  by 
niches  of  three  varieties.  The  two  nearest  the  steps  resemble  the  pedimental 
fronts  of  Greek  buildings;  and  those  in  the  center  are  surmounted  by  ogee  arches 
like  those  associated  with  the  caves  of  Hindu  "rishis"  reproduced  in  many  rock 
temples;  while  those  at  the  corners  take  the  form  of  early  Indian  "toranas"  of 
which  the  Muttra  scriptures  furnish  many  examples. 

No  artist  or  architect  would  thus  combine  styles  and  ornaments  unless  he 
were  obliged  to  do  so  by  his  patrons,  or  dominated  by  conscientious  motives  of 
his  own.  The  builder  was  obviously  trying  to  placate  the  adherents  of  a  Greek 
cult  and  two  Indian  creeds,  probably  Jainism  and  Buddhism.  It  is  perhaps 
significant  that  while  the  Greek  temples  depicted  stand  nearest  the  center  and 
are  most  prominent,  it  is  not  over  them,  but  over  one  of  the  Indian  fanes  that  the 
double-headed  eagle,  symbol  of  power  that  looks  both  east  and  west,  is  to  be 
seen. — From  the  Allahabad  Pioneer. 

The  Cervantes  Monument  in  Golden  Gate  Park 

LAST  September,  in  the  presence  of  official  representatives  of  Spain  and  of 
i  the  South  American  Governments,  Mr.  Molera  and  Mr.  Cebrian,  both  San 
Franciscans  of  Spanish  birth,  presented  to  San  Francisco  the  remarkable  group 
of  Cervantes,  Don  Quixote,  and  Sancho  Panza.  The  group  was  sculptured  by 
J.  J.  Mora  and  has  been  erected  in  Golden  Gate  Park  in  San  Francisco.  The 
memorial  was  conceived  as  a  fitting  echo  in  California  of  the  great  Cervantes 
revival  in  Spain.  Mr.  Mora,  himself  of  Spanish  South  America,  placed  a  life- 
sized  bust  of  Cervantes  on  a  natural  bowlder  as  a  pedestal.  At  the  base  kneel 
Don  Quixote  and  Sancho  Panza,  as  if  they  had  come  in  their  wanderings  to  a 
shrine  of  their  creator.  Cervantes  is  sculptured  as  an  old  man,  showing  the 
traces  of  war,  adventure,  and  toil,  looking  down  with  a  smile  on  the  two  most 
famous  children  of  his  imagination,  who  kneel  in  admiration  and  gratitude. 

The  head  of  Cervantes  was  modeled  from  an  authentic  portrait  painted  in 
1600  by  a  Spanish  artist,  which  was  recently  found.  The  kneeling  Don  Quixote 
is  figured  as  the  fanatic,  but  still  the  chivalrous  gentleman.  Sancho  Panza,  thick 
of  nose  and  knobby  of  countenance,  is  true  to  Cervantes'  conception.  The  bust 
of  Cervantes  is  noble,  thoughtful,  and  lifelike;  and  the  figures  of  Don  Quixote 
and  Sancho  Panza  are  peerless  creations,  who,  although  kneeling,  seem  ready  to 
move,  full  of  the  life  that  Cervantes  infused  into  them.  The  moss-covered 
unhewn  rocks,  used  as  a  pedestal  with  the  shady  trees  in  the  background,  truth- 
fully portray  the  rustic  life  led  by  the  adventurous  pair. 

The  monument  is  located  nearly  opposite  the  imposing  statue  of  that  illus- 
trious Father  Junipero  Serra,  who  founded  the  California  Missions.  Not  far  away 
is  the  handsome  sundial,  dedicated  to  Ximenes,  Cabrillo,  and  Drake.       D.  M.  R. 
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The  Fine  Arts  Commission.    From  left  to  right:   Charles  Moore.  L.  Alden  Weir,  William  Mitchell  Kendall, 
Frederick  Law  Olmsted,  William  W.  Harts,  Herbert   Adams.  Thomas  Hastings,  and  Charles  A.  Piatt. 

The  National  Commission  of  Fine  Arts 

WE  are  glad  to  present  the  latest  photograph  of  the  National  Commission  of 
Fine  Arts,  the  personnel  of  which  at  the  present  time  is  as  follows;  Charles 
Moore,  author  and  authority  on  city  planning,  honorary  president  of  the  Detroit 
Society  of  the  Archaeological  Institute;  Frederick  Law  Olmsted,  of  Brookline, 
Massachusetts,  landscape  architect;  Thomas  Hastings,  of  the  firm  of  Carr^re  and 
Hastings,  architects  of  New  York  City;  Herbert  Adams,  sculptor,  of  New  York, 
designer  of  the  McMillan  memorial  fountain  in  Washington  among  other  notable 
works;  J.  Alden  Weir,  painter  of  New  York,  president  of  the  National  Academy 
of  Design;  William  Mitchell  Kendall,  of  the  firm  of  McKim,  Mead  and  White,  of 
New  York,  the  restorers  of  the  White  House;  Charles  A.  Piatt,  architect  of  New 
York;  and  Col.  William  W.  Harts,  U.S.  A.,  in  charge  of  public  buildings  and 
grounds  of  Washington,  who  is  secretary  and  executive  officer  of  the  Commission. 

On  May  17,  1910,  Congress  created  the  present  Commission  of  Fine  Arts, 
enacting  that  it  should  consist  of  "Seven  well-qualified  judges  of  the  fine  arts, 
who  shall  be  appointed  by  the  President  and  shall  serve  for  a  period  of  four  years 
each,  and  until  their  successors  are  appointed  and  qualified." 

In  the  act  forming  the  Commission  it  was  stated  that  its  duty  should  be  to 
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advise  upon  the  location  of  statues,  fountains,  and  monuments  in  the  public 
squares,  streets,  and  parks  in  the  District  of  Columbia  and  upon  the  selection  of 
models  for  statues,  fountains,  and  monuments  erected  under  the  authority  of  the 
United  States  and  upon  the  selection  of  artists  for  the  execution  of  the  same,  the 
Capitol  and  the  Library  of  Congress  only  being  excepted.  It  was  also  stipulated 
that  "the  Commission  shall  also  advise  generally  upon  questions  of  art  when 
required  to  do  so  by  the  President  or  by  any  committee  of  either  House  of  Con- 
gress." The  duties  of  the  Commission  were  further  enlarged  by  an  executive 
order  issued  on  November  28,  1913,  requiring  that  "whenever  new  structures  are 
to  be  erected  in  the  District  of  Columbia  under  the  direction  of  the  Federal 
Government  which  affect  in  any  important  way  the  appearance  of  the  city,  or 
whenever  questions  involving  matters  of  art  and  with  which  the  Federal  Govern- 
ment is  concerned,  final  action  shall  not  be  taken  until  such  plans  and  questions 
have  been  submitted  to  the  Commission  of  Fine  Arts,  designated  under  the 
Act  of  Congress  of  May  17,  1910,  for  comment  and  advice."  Among  the  njany 
important  designs  to  which  the  Commission  has  given  its- official  endorsement 
are,  the  memorial  amphitheater  at  Arlington  National  Cemetery  (see  Art  and 
Archaeology,  hi,  1916,  p.  230) ;  the  monument  to  President  Tyler,  in  Richmond, 
Virginia;  the  marble  group  representing  "Peace  through  Justice,"  to  be  con- 
tributed by  the  United  States  to  the  embellishment  of  the  Peace  Palace  at  the 
Hague;  the  Butt-Millet  fountain  lovingly  designed  by  two  of  its  members;  and 
especially  the  great  Lincoln  Memorial  (see  Art  and  Archaeologv,  i,  1914,  p. 
38),  now  rapidly  approaching  completion. 

The  members  of  the  Commission  serve  without  pay,  as  Congress  makcsan 
annual  appropriation  of  only  $6,000  to  cover  actual  traveling  expenses.  The 
total  amount  of  money  involved  in  projects  presented  to  the  Commission  for 
consideration  is  seen  in  the  fact  that  during  the  first  year  of  its  activity  it  passed 
upon  contracts  amounting  to  approximately  $16,000,000. 

The  first  chairman  of  the  Commission  was  the  late  Daniel  H.  Burnham,  of 
Chicago,  who  was  one  of  the  members  of  the  park  commission,  which  in  1907 
extended  the  I'Enfant  plan,  prepared  under  the  direction  of  George  Washington, 
to  meet  the  demands  of  the  modern  city  of  Washington,  capital  of  100,000,000 
people.  Members  who  have  completed  their  term  of  office  are  Daniel  Chester 
French,  sculptor,  who  is  designing  the  statue  of  Lincoln  for  the  Memorial;  Cass 
Gilbert,  architect  of  the  Woolworth  Building  and  the  Minnesota  Capitol;  and 
Peirce  Anderson,  a  partner  of  Mr.  Burnham's  who  assisted  in  the  designs  for  the 
Washington  Union  Station  and  city  post-office.  Francis  Davis  Millet,  mural 
painter  and  first  director  of  the  consolidated  American  Academy  in  Rome,  who 
lost  his  life  on  the  Titanic,  also  was  for  several  years  a  member  of  the  Commission. 
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The  Enjoyment  of  Architecture.  By  Talbot 
F.  Hamlin.  New  York:  Duffield  &  Co.,  1916. 
Illustrated.   Pp.  iii  +  349.   $2.00. 

In  the  good  sense  of  popular — there 
are  many  who  deny  that  the  word  can 
have  a  good  sense — this  is  a  popular 
book.  Obviously  it  is  written  for  the 
many  intelligent  laymen  who  are  eager 
to  get  some  sane  understanding  of  the 
great  art  in  which  civilized  men  memo- 
rialize themselves  more  completely  than 
in  any  other.  No  other  art  is  so  gener- 
ally followed  as  architecture,  or  so  ex- 
pressive of  a  nation's  ideals  and  prac- 
tices. No  other  art  is  so  little  thought 
about,  understood,  or  generally  enjoyed . 
Most  of  the  books  on  architecture  come 
under  the  head  of  erudite  treatises  or 
barren  texts.  To  the  average  man  one 
is  as  repellent  as  the  other.  For  the 
average  man  Mr.  Hamlin's  book  is 
neither.  It  is  bound  to  be  a  success 
because  it  has  in  it  a  great  deal  which 
such  a  man  wants  to  know,  put  in  such 
a  way  that  he  can  get  it  easily.  It  deals 
directly  with  the  principles  underlying 
good  architecture;  principles  of  prime 
import  to  the  intelligent  patron  of 
architecture,  whether  he  be  building  his 
own  house,  cottage,  or  palace;  member 
of  a  public  building  committee  in  vil- 
lage, town,  or  city;  or  seeking  to  derive 
just  pleasure  from  what  he  sees  as  he 
goes  about  the  world. 

The  book  is  written  from  the  prac- 
ticing architect's  point  of  view.  Terms 
are  defined,  and  the  definitions  are 
adhered  to.  A  surprising  exception 
to  this  laudable  procedure -appears  in 
Chapters  III  and  IV:  alike  entitled, 
"The  Architect's  Materials."  On  read- 
ing these  chapters  one  finds  to  his  sur- 
prise and  confusion  that  materials  mean 
"structural  elements,"  see  page  109,  or 
"structural    requirements,"    see    page 


135.  On  page  75  we  read  that,  "To 
this  day,  these  two  things,  walls  and 
roofs,  are  the  most  fundamental  and 
important  of  the  architect's  materials." 

Set  forth  for  the  general  reader  in 
such  a  manner  as  will  convince  him  of 
their  vital  importance  are  many  points 
absolutely  necessary  to  an  understand- 
ing, hence  appreciation,  of  architecture. 
Nothing  will  do  more  to  help  bring 
about  better  and  lovelier  building  in 
this  country,  far  more  lacking  in  such 
respect  than  Mr.  Hamlin's  optimistic 
spirit  is  willing  to  grant,  than  education 
of  the  masses.  "The  Enjoyment  of 
Architecture"  may  easily  prove  to  be  a 
powerful  factor  in  such  education. 

It  is  difficult  to  join  the  author  in  the 
main  thesis  of  Chapter  VIII,  "The 
Meaning  of  Style,"  wherein  he  seems 
to  find  nothing  but  praise  for  the  electi- 
cism  displayed  by  far  the  greater  part 
of  present-day  work.  Nor  is  it  easy  to 
follow  his  logic  when  he  says,  page  287, 
that  Thomas  Jefferson  "strove  in  all  his 
work  to  imitate  the  beauties  of  a  past 
style  which  he  knew  and  appreciated 
because  it  seemed  to  him  beautiful." 

A  twofold  and  extremely  healthful 
point  of  view  is  taken  throughout  the 
book;  that  of  lucid  expositor  and  that 
of  enthusiast.  The  result  is  a  sort  of 
sanity  of  appeal  which  is  rare.  No 
single  chapter  illustrates  this  so  well  as 
the  second,  which  deals  with  the  "Laws 
of  Form  in  Architecture."  The  mean- 
ing of  balance,  rhythm,  proportion,  har- 
mony, and  climax  is  made  plain  in  prose 
that  is  not  prosaic.  The  writer  is  sensi- 
tive to  the  charm  and  beauty  in  humble 
surroundings  and  his  own  interest,  in 
what  are  elementary  matters,  prevents 
anything  he  says  from  being  uninter- 
esting. 

Nothing  in  the  book  is  better  than 
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the  following,  page  71.  "The  enjoy- 
ment of  architecture  is  a  personal  mat- 
ter, and  the  person  who  attempts  for 
himself  sincerely  to  form  his  own  judg- 
ments about  the  buildings  he  sees,  and 
who  attempts  to  find  reasons  for  his 
judgments  on  real  and  thoughtful  con- 
victions, is  doing  more  for  the  growth 
of  architectural  taste  than  the  one  who 
accepts  blindly  the  taste  of  the  most 
competent  critics." 

ALFRED  M.  BROOKS 

Indiana  University 

The  Renaissance  of  the  Greek  Ideal.  By 
Diana  Watts.  New  York:  F,  A.  Stokes  Co., 
1914.    Pp.  xii  -f-  184.    144  illustrations.   $5.00 

This  is  a  very  interesting  book  writ- 
ten by  Mrs.  Roger  Watts,  who  trains 
girls  in  athletics  by  making  them  take 
the  poses  of  ancient  statues,  such  as 
the  Heracles  of  the  ^gina  Pediment, 
the  Discobolus  of  Myron,  the  Chario- 
teer of  the  Capitol  in  Rome,  the  so- 
called  Borghese  Fighter  of  the  Louvre, 
the  Fighting  Theseus,  the  Youth  of 
Subiaco  (wrongly  ascribed,  page  76,  to 
Myron),  the  Amazon  of  the  Vatican, 
the  Athena  of  the  ^ginetan  Pediment, 
and  the  Goddess  Fortuna  in  Naples. 
The  book  is  beautifully  illustrated  with 
photographs  of  these  ancient  statues,  of 
some  Greek  vases,  and  with  a  great 
variety  of  the  modern  positions  revealed 
by  the  cinematograph.  After  a  com- 
parative analysis  of  the  ancient  Greek 
development  and  that  of  the  modern 
human  being  (Chapter  I),  Mrs.  Watts 
shows  how  such  training  develops  pre- 
cision of  movement,  perfect  command 
over  muscle,  beauty  of  foot  and  of  the 
lines  of  the  body  (Chapter  II).  She 
lays  great  stress  on  tension,  by  which 
she  means  elasticity,  complete  connec- 
tion of  all  the  muscles  with  the  center 
of  gravity  (Chapter  III).  The  most 
noticeable  result  of  the  condition  of 
tension  in  the  Greeks  was  the  invariable 


slenderness  of  hip  not  only  in  men  but 
in  women.  In  Chapter  IV,  she  studies 
the  fundamental  principles  of  move- 
ment, dividing  them  into  disconnected 
and  sequential,  giving  especial  atten- 
tion to  the  different  kinds  of  wrestling 
practiced  by  the  Greeks.  In  Chapter 
V,  we  have  a  thorough  study  of  the 
application  of  mathematics  to  human 
movement,  in  which  many  drawings 
are  reproduced.  Chapter  VI  deals  with 
the  interpretation  of  sculpture  by  the 
laws  of  balance.  In  this  chapter  she 
lays  stress  on  the  fact  that  one  must 
feel  the  thing  he  is  doing  and  make  his 
or  her  muscles  respond  to  the  life  and 
spring  which  the  Greek  sculptors  were 
able  to  chisel  into  their  models.  The 
revelation  of  what  Myron's  Discobolus 
meant  in  movement  was  a  great  joy; 
and  Mrs.  Watts  says  that  she  will  never 
forget  the  joy  and  excitement  of  the 
moment  when  she  became  Heracles. 
In  the  seventh  chapter,  she  deals  with 
mental  reactions,  showing  how  it  is 
possible  to  realize  life  at  its  maximum. 
Chapter  VIII  deals  with  spiritual  re- 
actions. In  the  condition  of  perfectly 
balanced  physical  strength  and  well- 
being,  the  mind  and  soul  respond  more 
fully.  Then  follows  a  detailed  explana- 
tion of  the  twelve  basic  exercises  with 
abundant  illustrations.  Despite  some 
slight  errors  about  the  ancient  statues, 
such  as  that  the  reproduction  of  the 
Discobolus  in  the  Terme  Museum  in 
Rome  is  bronze,  and  despite  some  mis- 
prints, such  as  Colignon  and  Coligonon 
for  CoUignon,  the  book  makes  very  in- 
teresting reading  and  tells  of  a  very  im- 
portant experiment,  showing  a  new  prac- 
tical value  for  the  study  of  Greek  art. 
It  shows  much  influence  of  Professor 
Loewy,  who,  himself,  has  complimented 
Mrs.  Watts  on  her  reconstructions  and 
has  given  her  some  valuable  suggestions. 

D.  M.  R. 
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WHAT  OUR  FRIENDS  ARE  SAYING 


Daniel  Chester  French,  New  York: 

I  need  not  tell  you  that  I  Rnd  great  pleaaun 
in  the  magazine,  which  seems  to  me  one  ( 
best  publications. 


Ernst  C.  Krohn,  St.  Louis,  Mo.: 
I  wish  to  express  my  appreciation  of  the  artistic  manner 
in  which  Art  and  Archaeologv  is  printed  and  of  the 
high  standard  of  excellence,  both  literary  and  artistic,  of 
its  contributions. 


Indianapolis  News: 
Art  and  Archaeology,  published  r 
ington  by  the  Ardtaeological  Institut 
beautiful  magazine. 


onthly  at  Wash- 
'  of  .America,  is  a 


H.  R.  Mcllwaine. State  Librarian,  Richmond, 

Va.: 

I   think  that   Art  and  Archaeqlocv   is  from  every 

standpoint  a  most  v^uable  publjpatipn.   -This  library 

will  continue   to  be  a.  member  of  the  Archaeological 

Institute  of  America. 


Ellsworth  Woodward,  Director  Sophie  New- 
combe  Memorial  College,  New  Orleans: 

inually 


I.  M.  Casanowicz,  Curator  of  Old  World  Arch- 
aeology in  the  National  Museum, Washington: 
Art  and  Archaeology  has,  during  its  comparatively 
short  period  of  existence,  done  more  than  any  periodical 
of  the  kind  for  aesthetic  education.  Its  series  of  papers 
on  the  art  of  the  Old  World  and  the  New  are  written  in 
popular  style  in  the  noblest  sense  of  Che  word.  While 
eschewing  technical  terms,  they  are  based  on  expert 
'  knowledge,  and  accompanied  by  unsurpassed  illustra- 
tions. Art  akd  Archaeology  serves  to  train  its 
readers  to  a  knowledge  and  appreiriation  and  thus  to  a 
love  of  art. 

Juanita  Tramana,  New  York: 
[  wish  Art  and  Archaeologv  could  find  its  way  into 
every  American  home  of  culture,  for  it  is  a  real  work  of 
art  and  ought  to  grace  the  library  of  every  lover  of  art. 

Mrs.  Delos  Blodgett,  W'ashington: 

The  magazine  is  very  beautiful  and  I  wish  it  a  most 


The  whole  publication  seems  to  me  t 

improving  and  becoming  more  and  more  artistic  and 

serviceable. 


A.  Marshall  Jones,  Boston; 
There  is  no  other  magazine  published  in  this  country 
that  appeals  to  me  so  strongly.  Text,  paper,  illustra- 
tions, in  fact  every  feature  evinci 
to  detail  which  result  in  a  positive 


J.  G.  Winter,  Ann  Arbor,  Mich.: 

You  are  to  be  congratulated  upon  having  made  the 
magazine  an  artistic  affair  of  superior  excellence. 


E.  J.  Ward,  Santa  Fe,  New  Mexico: 

This  magazine  is  gaining  in  interest  with  each  issue,  and 
I  have  had  to  provide  a  number  of  friends  with  the 
opportunity  of  perusing  the  last  few  numbers. 


Prof.  A,  L.  Frothingham,  Princeton : 
The  February  number  is  a  wonder.   To  show  my  appre- 
ciation, I  inclose  a  check  for  three  subscriptions. 


$3.00  THE  Year  50  Cents  the  Copy 

Address 
ART  AND  ARCHAEOLOGY,  The  Octagon,  Washington,  D.C. 
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The  ^'oung  Sophocles,  by  John  Donoghue.  This  photograph  was  made  from  the  plaster 

figure  in  the  St.  Louis  Art  Museum  where  a  bronze  copy  is  now  in 

the  public  exhibition  hall. 
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THE  YOUNG  SOPHOCLES 

DONOGHUE'S  BEAUTIFUL  STATUE 

OF  THE  GREEK  MUSICL\N'DRAMATIST 

Clarence  Stratton 


AMONG  American  sculptors  who 
Z\  appear  to  have  absorbed  some 
X  V  creative  inspiration  from  Greek 
models  was  John  Donoghue,  whose 
steady  advance  to  excellence  had  so 
little  recognition,  and  whose  culminat- 
ing disappointment  led  to  so  tragic  an 
end  in  1903.  Every  student  of  sculp- 
ture must  begin  with  Greek  models,  but 
present-day  success  is  more  easily  se- 
cured by  a  departure  from  them  to 
something  more  distinctively  modern 
and  industrial,  as  produced  by  M.  Con- 
stantin  Meunier,  or  by  combining  them 
with  Oriental  and  Renaissance  details, 
as  in  the  work  of  Mr.  Paul  Manship. 
But  the  best  modeling  of  John  Donog- 
hue remained  to  the  end  of  his  saddened 
career  essentially  Greek  in  conception 
and  treatment. 

Donoghue  was  a  product  of  the  Mid- 
dle West.    Before  he  went  to  Paris  to 
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work  under  Joufifroy  in  the  ficole  dcs 
Beaux-Arts,  he  studied  in  the  old  Chi- 
cago Academy  of  Design.  From  Paris 
he  naturally  moved  to  Rome,  the  de- 
pository of  sculptured  masterpieces.  His 
first  impression  was  made  by  a  head  of 
Pheedra  in  the  Paris  Salon  of  1880. 
Years  of  work  and  struggles  followed, 
often  disheartening  and  sad.  Finally  a 
colossal  figure,  The  Spirit,  was  finished 
in  Rome,  and  shipped  to  New  York  on 
its  way  to  the  Columbian  Exposition. 
When  it  reached  the  United  States  its 
sculptor  had  no  money  to  transport  it 
farther.  In  fact  he  could  not  pay  the 
steamship  company  the  carriage  charges 
from  Italy;  nor  could  he  obtain  funds. 
The  steamship  company  was  naturally 
not  in  business  for  art  any  more  than 
for  health,  and  in  pursuance  of  its  "rules 
and  regulations"  detained  the  shipment 
or  a  tim?,  whiU  st^r  age  charges 
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mounted  and  made  more  and  more 
remote  the  chances  of  its  owner's  being 
able  to  pay.  At  last,  the  legal  term  of 
responsibility  having  been  passed,  the 
statue  was  dumped  into  the  river.  What 
a  pity  some  stone  mason  or  art  specula- 
tor could  not  have  purchased  it  as  a 
"long-chance"  investment! 

There  were  no  commissions  in  Amer- 
ica; disappointment  and  failure  deep- 
ened into  melancholia,  and  melancholia 
led  to  suicide  by  drowning  in  Lake  Whit- 
ney, near  New  Haven,  in  July,  1903. 

A  statue  of  St.  Paul  is  in  the  Con- 
gressional Library  at  Washington,  but 
the  masterpiece.  Young  Sophocles,  is  in 
the  St.  Louis  Art  Museum.  The  original 
plaster  is  in  St.  Louis.  A  bronze  copy  is 
in  the  Chicago  Art  Institute  as  well  as 
in  St.  Louis. 

This  statue  is  a  striking  figure  of  an 
inspired  young  singer,  as  he  might  well 
be,  for  the  moment  chosen  is  doubtless 
that  glorious  day  in  480  B.C.,  when  the 


victory  of  Salamis  was  celebrated,  and 
Sophocles,  then  a  pupil  of  Lamprus,  was 
chosen  to  lead  the  chorus  of  boys.  It 
seems  strange  that  this  singing  youth 
should  have  been  the  first  dramatist 
who  relinquished  acting  in  his  own  plays 
because  his  voice  was  weak.  The  statue 
visualizes  for  us  the  reports  that  Sopho- 
cles, even  though  he  trained  his  choruses 
and  managed  his  actors,  was  generally 
lieloved.  He  was  essentially  a  dramat- 
ist. In  his  tragedies  the  lyrical  propor- 
tion is  much  less  than  that  of  the  plays 
of  lEschylus,  and  though  its  significance 
is  more  largely  diversified,  it  is  strictly 
subordinated  to  the  dramatic  elements. 
This  statue  is  less  the  incipient  play- 
wright than  the  enthusiastic  musician, 
the  lyrist  who  first  employed  Phrygian 
melodies,  and  in  his  own  play,  Thamy- 
ras,  performed  on  the  lyre  to  the  great 
admiration  of  his  audiences. 


PERISHED  CITIES  OF  GREECE 

Among  the  riches  of  the  Boeotian  state 
There  Minyan  Orchomenus  stood; 
No  echo  comes  from  that  pale  bourne 
Of  its  once  beauteous  womanhood. 


Entombed  within  that  grave  of  Time, 
Commingled  with  the  mortal  dust. 
As  wrapped  within  its  somber  pall 
Lies  grand  Mycenae  as  thou  must. 


And  mute  for  centuries  hath  been 
Proud  Argos  too,  its  glory  fled ; 
That  Argos  which  fair  Hera  loved, 
Where  ruled  heroic  Diomed. 

In  Lacedeemon's  lovely  vale. 
Within  those  giant  shadows  cast 
From  old  Taygetus'  purpled  walls. 
Was  here  enacted  Sparta's  past. 

SeallU 
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Where  coursed  Ephyre's  noblest  blood 
While  guarding  the  Achsean  land, 
The  mists  of  ages  grey  becloud 
Our  visions  of  Corinthia's  strand. 

Gone  are  those  s'cenes  of  vanished 

throngs. 
Those  cities  which  old  Homer  trod; 
Oh,  mutable  and  transient  life, 
Eternal  is  the  inspired  bard! 

C.  A.  MAURY 
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Thtodori  Llslie  Sktar 

From  mote  looking  toward  entrance  of  email  harbor,  which  is  so  far  from  being  sanded  up  that  it  is  frequented 
by  torpedo  boats.  Some  think  the  Colossus  stood  where  the  minaret  of  the  Mosque 

appears  to  the  left  of  the  harbor.    City  of  Rhodes. 

THE  SEVEN  WONDERS  OF  THE  ANCIENT  WORLD 

VI— THE  SIXTH  WONDER. 

THE  COLOSSUS  OF  RHODES 

Edgar  J.  Banks 


THE  most  easterly  of  the  ^gean 
Islands  is  Rhodes,  lying  about 
twelve  miles  from  the  Asia  Minor 
shore,  just  where  the  cape,  which  the 
natives  insist  is  called  Aloupo,  not 
Alypo  or  Alepo,  juts  into  the  sea.  It 
is  the  largest  of  the  Sporades  group,  yet 
its  length  from  northeast  to  southwest 
is  but  forty-five  miles;  its  width  is  half 
its  length;  its  area  of  424  square  miles 
is  less  than  half  the  size  of  our  own 
little  Rhode  Island.  A  mountain  range, 
Atalro,  runs  lengthwise  through  the 
island.  From  the  central  range  spurs 
reach  out  in  every  direction,  as  if  they 
were  arms  bathing  in  the  sea. 

At  the  extreme  northeastern  end  of 
the  island  is  a  harbor  made  by  artificial 
moles,  where  small  bandsof  colonists  had 
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built  their  homes,  but  it  was  not  till 
408  B.C.  that  the  harbor  was  selected  as 
the  site  of  the  city  of  Rhodes,  and  the 
new  capital  of  the  thriving  little  state 
soon  rivaled  the  older  cities  of  Greece. 
A  long  pier  was  built,  forming  two  har- 
bors where  there  had  been  one  before. 
At  the  entrance  of  the  smaller  harbor 
to  the  east,  rocks  were  heaped  up  so 
that  but  a  single  ship  might  enter  at  a 
time,  but  the  larger  harbor  to  the  west 
could  accommodate  the  largest  mer- 
chant fleets. 

When  Alexander  died,  Antigonus,  one 
of  his  generals,  became  king  of  Mace- 
donia. A  quarrel  arose  between  him 
and  King  Ptolemy  of  Egypt,  and  Anti- 
gonus,  with  his  son  Demetrius,  made 
war  upon  Egypt.   Then  the  commerce 
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Fort  St.  Nicholas  and  small  harbor  from  the  shore.   City  of  Rhodes 


and  the  prosperity  of  little  Rhodes  were 
threatened,  for  if  Alexandria  fell,  there 
would  be  no  grain  for  the  Rhodian  ships 
to  carry.  Rhodes,  therefore,  sent  her 
fleet  to  the  aid  of  Ptolemy,  and  the 
Macedonians weredriven home.  Though 
little  Rhodes  saved  her  shipping,  Deme- 
trius, determined  that  she  should  be 
punished,  for  causing  his  defeat,  laid 
siege  to  her.  It  was  a  fierce  war.  The 
historians  of  the  time  say  that  the 
Macedonians  anchored  before  the  city 
with  270  ships,  and  with  40,000 
men  on  board.  Among  the  strange  in- 
struments of  war  which  they  brought 
was  a  helepolis,  or  a  wooden  tower  nine 
stones  high,  so  heavy  that  3,400  men 
were  required  to  move  it. 

With  his  mighty  engines  Demetrius 
made  breaches  in  the  wall.  Once  he 
broke  into  the  city,  but  he  was  quickly 
repelled.  Then  the  Rhodians  tore  down 
their  temples  and  theaters  to  obtain 
material  for  an  inner  wall  about  the 
city.  At  length,  their  old  friend  Ptolemy 
came  to  their  aid,  and  for  this  he  was 


honored  with  the  name  of  Savior  or 
Soter.  It  was  still  a  hard  fight  of  twelve 
months,  when  finally  the  Rhodians  suc- 
ceeded in  burning  the  wooden  parts  of 
the  engines  of  war.  Demetrius,  dis- 
couraged, abandoned  the  siege  and 
sailed  away,  leaving  behind  all  that 
was  left  of  the  great  engines  of  war. 
It  was  from  the  metal  of  these  engines, 
or  with  the  proceeds  of  three  hundred 
talents  (more  than  $300,000),  derived 
from  its  sale,  that  the  Colossus  of 
Rhodes  was  built,  according  to  Pliny, 
Natural  History,  xxxiv,  41. 

Again  Rhodes  was  at  peace,  and  the 
Rhodian  ships  carried  the  grain  of 
Alexandria.  Among  the  citizens  was 
Chares,  a  sculptor  of  Lindus,  and  a 
pupil  of  the  renowned  Lysippus.  Why 
should  not  a  monument  be  erected  to 
commemorate  the  victory  over  Deme- 
trius? Money  was  at  hand,  and  for 
what  better  purpose  could  be  used  the 
three  hundred  talents  derived  from  the 
sale  of  the  instruments  of  war  aban- 
doned by  Demetrius?  Who  but  Chares, 
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who  had  already  adorned  the  city  with 
statues,  was  worthy  of  building  one 
mightier  than  all  the  others,  one  to 
cause  all  the  world  to  wonder?  To 
whom  but  Helios,  the  protecting  god  of 
the  city,  should  the  statue  be  dedi- 
cated? Where  should  the  statue  stand 
but  somewhere  near  the  harbor  where 
the  fleet  of  the  vanquished  Demetrius 
had  been  anchored?  Chares  accepted 
the  commission,  and  so  there  came  into 
existence  the  Colossus  of  Rhodes,  the 
sixth  of  the  seven  wonders  of  the  world. 
The   ancient   authors   have    told    us 


little  of  this  great  work  of  Chares.  For 
twelve  long  years  he  labored,  and  at 
last,  about  the  year  280  B.C.,  his  task 
was  completed.  Section  by  section,  the 
bronze  had  been  cast  in  molds,  and 
was  ready  to  be  raised  on  Its  founda- 
tion. It  is  only  a  mediaeval  tradition 
which  claims  that  the  statue  stood 
astride  the  entrance  to  the  harbor,  and 
that  the  tallest  ships  might  pass  be- 
tween its  enormous  legs.  As  the  mon- 
strous bronze  legs  were  erected,  the 
great  hollows  within  were  filled  with 
huge  fragments  of  rock,  lest  the  body 
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o  a  mosque  after  the  Turkish  conquest  of  1 522.   City  of  Rhodes. 


become  top-heavy  and  fall  over.  Thus 
the  statue  grew  upward.  There  is  a 
tradition  that  Chares  only  doubled  his 
charge  when  the  Rhodians  doubled  the 
height,  and  was  driven  to  bankruptcy 
and  suicide,  leaving  the  completion  of 
the  work  to  another. 

The  height  of  the  Colossus  is  generally 
given  as  seventy  cubits,  or  about  105 
feet.  The  Statue  of  Liberty,  in  New 
York  Harbor,  stands  151  feet  above  its 
stone  pedestal.  Within  was  a  spiral 
stairway  leading  to  the  head,  where,  if 
mediaeval  tradition  be  true,  was  a  bea- 
con light  to  guide  the  ships  to  the  city. 
No  authoritative  picture  of  the  statue 
has  survived,  and  so  meager  are  the  an- 
cient descriptions,  that  every  attempt 
to  restore  it  would  be  in  vain.  We  only 
know  that  it  was  of  bronze,  and  so 


immense  in  size,  and  so  beautiful  in 
workmanship,  that  it  won  the  admira- 
tion of  the  world. 

The  Colossus  of  Rhodes  was  not  des- 
tined to  stand  long.  Earthquakes  arc 
frequent  in  that  part  of  the  world,  and 
about  the  year  224  B.C.,  fifty-six  years 
after  the  statue  was  erected,  the  island 
was  violently  shaken.  Probably  the 
stone  masonry  of  the  foundation  of  the 
statue  was  not  sufficiently  strong  to 
withstand  the  shock.  It  cracked,  the 
statue  swayed  back  and  forth,  and  fell 
with  a  crash,  and  shook  down  many 
houses  (Scholium  to  Plato,  PAi7«6ii5, 15c). 

The  fame  of  the  statue  had  spread  to 
all  lands  and  the  report  of  its  fall  caused 
general  regret.  At  once  it  was  proposed 
to  restore  it.  From  the  cities  through- 
out Greece,  and  from  Egypt,  and  even 
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from  the  hostile  Macedonians,  came  of- 
fers of  assistance.  The  oracle  at  Delphi, 
when  consulted,  perhaps  controlled  by 
a  rival  interest,  forbade  its  restoration. 

Three  centuries  later,  when  Pliny 
visited  the  island,  and  the  bronze  giant 
was  still  prostrate,  he  wrote: 

"Most  worthy  of  admiration  is  the 
colossal  statue  of  the  sun  at  Rhodes, 
made  by  Chares,  the  Lindian,  seventy 
cubits  in  height.  The  statue,  fifty-six 
years  after  it  was  erected,  was  thrown 
down  by  an  earthquake,  and  even  as  it 
lies,  it  excites  our  wonder.  Few  men 
can  clasp  the  thumb  in  their  arms  and 
the  fingers  are  larger  than  most  statues. 
Where  the  limbs  were  broken  asunder, 
vast  caverns  are  seen  yawning  in  the 
interior.  Within,  too,  are  seen  large 
masses  of  rocks,  by  the  aid  of  which  the 
artist  steadied  it  while  erecting  it." 


EfTorts  were  made  to  restore  the 
prosperity  of  Rhodes,  but  the  city  con- 
tinued to  decline.  In  the  year  43  B.C. 
the  Roman  Cassius  plundered  it,  and 
the  next  year,  when  the  city  became 
subject  to  Rome,  the  ships  of  its  fleet 
were  burned.  In  155  A.D.  an  earthquake 
completely  destroyed  the  city.  In  653 
the  Saracens  took  possession.  There  the 
Colossus  still  lay;  but  it  was  soon  after- 
wards that  the  Saracen  conquerors, 
under  the  Caliph  Muawiyeh,  sold  the 
fallen  statue  to  a  Jew  of  Horns  as  old 
metal.  Tradition  says  that  the  Jew 
first  transported  the  bronze  to  Loryma 
by  ship  and  then  loaded  it  on  nine 
hundred  camels,  and  sold  it  to  the  sword- 
makers.  One  author  says  that  the 
statue  weighed  three  hundred  and  sixty 
tons. 
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SINCE  time  immemorial,  unceasing 
warfare  with  darkness  has  been 
waged.  The  battle  has  been  fought 
not  only  with  the  enemy  which  would 
becloud  our  better  and  higher  aspira- 
tions, but  even  against  Nature  herself, 
in  so  far  as  she  would  plunge  human- 
kind into  the  blackness  of  the  night. 
The  light  of  the  sun  is  with  us  for  a 
part  of  the  day  during  which  a  goodly 
portion  of  human  labor  is  performed, 
but  too  soon,  the  sun  sets  and  we  are 
plunged  into  darkness.  The  light  of  the 
moon  and  the  stars  is  fleeting  and  in- 
adequate and  the  devising  of  a  substi- 
tute for  the  sun  has  always  been. one  of 
the  problems  of  human  existence. 

This  substitute  has  passed  through 
many  stages,  but  in  all  periods  of  his- 
tory, artificial  lighting  has  reflected  the 
spirit  of  the  time.  Today  we  have  a 
light  medium  which  not  even  the  bril- 
liant civilization  of  the  Greeks  could 
boast,  and  if  we  consider  briefly  the 
lights  used  in  the  homes  of  the  olden 
time,  we  will  better  appreciate  the  value 
of  the  effective  illumination  of  today. 

Our  primeval  ancestors  rubbed  two 
sticks  of  wood  together  and  obtained 
the  precious  spark.  It  is  said  that  fire- 
getting  by  the  friction  of  wood  costs 
the  Ainos  more  than  two  hours'  severe 
labor.  In  other  tribes  this  drudgery 
was  shortened  long  ago  by  borrowing 
a  tool  from  a  sister  art.  From  the  fire 
a  brand  fell  apart,  and  behold — the 
first  torch !  One  of  the  cave  men  soaked 
the  brand  in  grease  and  later  formed 
a  mass  of  fat  on  a  small  stick  around 
which  a  fiber  had  been  wound.  He  was 
the  first  primeval  chandler. 

The  rude   torch   and    the   primitive 


candle  sufficed  for  the  early  wanderings 
of  the  race,  but  when  humankind  settled 
in  comparatively  permanent  habita- 
tions, a  better  means  of  illumination 
became  a  necessity.  From  the  early 
torch  to  the  lamp  was  an  easy  step. 
The  fatty  body  of  a  bird  or  fish  through 
which  was  thrust  a  twig  for  a  wick,  was 
the  early  fuel  and  later  it  was  found 
that  the  fat  or  tallow  from  the  domesti- 
cated animals,  or  even  oil  pressed  from 
the  olive,  could  be  used.  The  recep- 
tacle was  the  skull  of  an  animal,  a  shell 
from  the  seashore,  or  a  hollow  stone 
with  a  strip  of  fiber  laid  along  the  side. 

According  to  Homer,  the  early  Greeks 
lighted  and  heated  their  rooms  by 
braziers  fed  with  dry  logs  or  splinters 
of  dry  and  resinous  wood  {Odyssey, 
xviii,  306  f.,  xix,  63).  At  intervals 
the  serving  maids  removed  the  cinders 
and  replenished  the  flames.  In  the 
palace  of  Alcinous  "there  were  youths 
fashioned  in  gold,  standing  on  firm-set 
bases,  with  flaming  torches  in  their 
hands,  giving  light  throughout  the  night 
to  the  feasters  in  the  palace."  Their 
first  torches  were  long,  thin  sticks  of 
pine  wood,  or  pieces  of  grape-vine, 
bound  by  bark  or  rushes.  These  sticks 
were  later  saturated  with  resin  or  wax 
and  a  metal  case  was  made  in  which  to 
carry  them.  Soon  a  foot  was  added  to 
the  torch  holder  so  that  it  could  be 
placed  on  the  floor.  This  naturally  led 
to  the  candelabrum  which  supported 
either  oil  lamps  or  fire  basins. 

Excavations  at  Mycenae  and  in  Crete 
have  revealed  stone  oil  lamps  which 
were  used  even  before  Homer's  time, 
but  the  post-Homeric  lamps  were  first 
made  of  terra-cotta  and  later  of  bronze. 
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Roman  lamps  of  difFerent  forms  in  the  Naples  Museum.    The  objects  in  the  upper  two  n 
the  left  are  included  in  the  photograph  but  are  not  lamps. 


The  early  Greek  lamps  were  open  on 
top,  but  the  later  common  form  was  a 
shallow -covered  dish  with  a  center  open- 
ing in  the  top  for  the  olive  oil  and  a 
nose-shaped  prolongation  at  one  side 
for  the  wick.    The  lamps  were  made  in 
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a  number  of  forms,  some  boat-shaped, 
and  revealed  to  the  full  the  Greek 
genius  for  ornamentation.  Those  of 
the  classical  period  were  made  on  the 
wheel,  and  there  is  a  pretty  invocation 
to  such  a  lamp  at  the  beginning  of 
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When  general  illumination  is  desired,  a  pull-switch 
lights  the  lai^e  lamp  contained  and  hidden  within  the 
silvered  reflector.  The  small  lamps  give  the  downward 
light  for  local  illumination  or  decoration  effect. 

Aristophanes'  Parliament  of  Women. 
Late  Greek  lamps  were  molded.  In 
the  historical  period  torches  were  still 
used,  but  probably  only  out  of  doors  at 
night  and  at  wedding  and  religious 
ceremonies. 

The  Roman  civilization  has  been 
characterized  as  receptive  rather  than 
creative,  though  the  Romans  were  prob- 
ably  the   first    to   use   candles.     The 


beauty  of  the  Greek  lamps  was  not 
lost  on  the  Romans,  who  elaborated  on 
the  Greek  art  to  good  advantage,  their 
terra-cotta  and  bronze  lamps  and  sup- 
ports being  of  most  beautiful  designs. 
Some  of  the  stands  for  the  lamps  were 
adjustable,  others  could  be  moved  about 
easily,  while  those  for  stationary  cande- 
labra were  sculptured  of  finest  marble 
or  bronze.  The  homes  of  the  wealthy 
were  filled  with  magnificent  statuary 
and  the  walls  were  adorned  with  fine 
paintings,  but  the  soot  from  the  oil 
lamps  settled  on  furniture  and  decora- 
tions and  had  to  be  sponged  off  each 
morning  by  the  slaves.  Glass  chimneys 
were  unknown  then  and  the  lamp  was 
little  better  than  an  open  vessel  with 
a  wick  dipped  in  it.  The  stench  of 
burning  oil  being  unpleasant  to  the 
cultured  Romans,  perfumes,  essences, 
and  incense  were  mixed  with  the  oil, 
resulting  in  an  increase  of  fragrance  at 
the  expense  of  the  already  dim  light. 
The  Greeks  and  Romans  also  had  a 
sort  of  transparent  horn  lantern  in 
which  the  ordinary  house  lamp  could 
be  put  when  going  out  of  doors  and 
many  museums  have  similar  lanterns  of 
terra-cotta  so  that  even  the  modern 
lantern  has  an  ancient  history. 

The  Romans  carried  the  oil  lamps 
into  countries  that  are  now  parts  of 
Germany,  France,  and  Great  Britain 
where  torches  and  rushes  were  the  only 
lights,  but  with  the  fall  of  the  Empire, 
rushes  lighted  the  hovels  of  the  poor 
while  flaxen  and  hempen  ropes  dipped 
in  fat  were  used  in  the  castles.  From 
the  fifth  to  the  tenth  centuries  the  semi- 
barbarous  conquerors  of  Rome  were 
being  absorbed  by  her  civilization  and 
until  the  process  was  completed,  it  was 
only  natural  there  should  seem  to  be  a 
backward  movement.  The  beautiful 
lamps  of  the  Greeks  and  Romans  were 
replaced    by   iron    lamps   which   were 
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made  by  the  blacksmith's  hammer.  The 
fuel  was  a  heavy  oil  which  gave  a  dim 
light  and  was  so  unpleasant  and  expen- 
sive that  the  curfew,  which  in  the  time 
of  William  the  Conqueror,  rang  at  eight 
o'clock  to  warn  citizens  to  put  out  fires 
and  lights,  was  no  hardship.  These  iron 
lamps,  used  until  the  eighteenth  century, 
were  gradually  relegated  to  kitchens  by 
the  improvement  and  cheapening  of 
candles. 

The  fifteenth  and  sixteenth  centuries 
saw  the  reawakening  of  arts  and  sciences 
which  has  since  been  called  the  Renais- 
sance. The  first  effect  of  this  on  lighting 
seems  to  have  been  on  the  form  of  the 
candlesticks  and  chandeliers.  The  art 
of  the  ancients  was  copied  and  elabo- 
rated upon,  resulting  in  the  graceful 
candle  brackets  which  are  used  today 
with  electric  bulbs  enclosed  in  appro- 
priate globes  to  simulate  the  charming 
light  of  the  candle.  Wax  candles  were 
used  for  lighting,  but  were  so  expensive 
that  Cromwell  on  finding  his  wife  sew- 
ing by  the  light  from  two,  was  horrified 
and  immediately  blew  out  the  extra 
one!  They  could  be  used  only  by  the 
rich,  while  the  tallow  candles  which 
were  steadily  decreasing  in  cost,  lighted 
the  homes  of  the  poor.  In  the  middle 
ages  it  was  usual  for  a  rich  man  to 
make  a  gift  to  the  church  of  a  chandelier 
containing  a  large  number  of  candles, 
and  some  of  these  enormous  cornnse 
may  be  seen  in  cathedrals  to  this  day. 
In  some  places  they  have  been  con- 
verted to  electric  light,  rather  incon- 
gruously. In  connection  with  torches 
and  candles,  mention  should  be  made 
of  the  "link  boys"  in  Great  Britain 
whose  duty  it  was  to  escort  pedestrians 
by  lighted  torches  on  dark  nights.  This 
profession  seems  to  have  ceased  to  exist 
about  1840. 

In  the  first  half. of  the  nineteenth 
century  a  number  of  attempts  were 
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made  to  perfect  a  system  of  electric 
illumination.  Edi.son  began  his  experi- 
ments to  produce  an  incandescent  lamp 
in  1877.  After  the  invention  of  this 
lamp,  it  was  necessary  to  have  a  dy- 
namo to  generate  the  current,  to  have 
some  system  of  distribution  of  current 
over  wires,  to  have  a  meter  to  measure 
it,  to  have  some  method  of  wiring  fix- 
tures and  sockets  and  switches  to  turn 
the  current  on  or  off.  This  entire  sys- 
tem required  most  of  Edison's  time  and 
thought  for  more  than  eighteen  years 
of  an  intense  and  busy  life. 

At  first  the  ordinary  carbon  filament 
was  given  special  treatment,  but  in  the 
search  for  a  still  better  filament,  rare 
metals  were  tried  and  after  long  experi- 
mentation, the  metal  tungsten  was 
found  to  produce  a  filament  which 
woidd  give  approximately  three  times 
as  much  light  using  the  same  current 
as  did  the  old  carbon  filament  while 
retaining  many  of  the  advantages  of 
the  carbon  lamps.  Many  of  these  older 
lamps  are  still  in  use,  but  they  are  being 
replaced  rapidly  by  the  tungsten  lamps. 

The  improvement  in  the  lamp  has 
been  accompanied  by  corresponding  ad- 
vance in  the  method  of  generating  and 
distributing  electric  current  and  also  by 
progress  in  the  design  of  brackets  and 
fixtures  which  support  the  lamp.  These 
are  available  in  designs  which  harmon- 
ize with  any  architectural  or  decorative 
scheme.  The  tungsten  lamp  burns  in 
any  position  and  is  easily  arranged  to 
give  illumination  varying  from  the  soft 
and  pleasant  light  of  a  candle  to  the 
brilliant  light  necessary  in  a  ballroom. 

It  is  only  recently  that  the  principles 
of  reflected  light  have  been  applied  to 
interior  decoration  and  home  illumi- 
nation. These  principles  have  revolu- 
tionized lighting  methods.  An  Ameri- 
can genius  tookan  opaque  bowl,  inverted 
it,  put  into  it  a  silvered  reflector  with 
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e  illumination  of  today.    A  wonderful  art  lamp  which  also  evenly  illuminates  the  e 
charming  indirect  light. 


corrugated  surface,  then  set  in  the  tung- 
sten lamp.  Every  ray  from  the  electric 
lamp  is  thrown  upward  and  then  dis- 
tributed and  diffused  by  the  ivory- 
tinted  ceiling  over  the  whole  room.  The 
resulting  illumination  is  practically 
shadowless  and  is  particularly  desir- 
able, a  soft  effect  and  complete  diffu- 
sion of  light  being  obtained. 

Not  content  with  this  achievement, 
he  created  a  wonderful  art  lamp  which 
also  evenly  illumines  the  entire  room 
with  a  charming  indirect  light.  An 
indirect  lighting  reflector  is  concealed 
within  the  silken  shade.  It  conceals 
the  large  tungsten  lamp  and  directs 
practically  all  of  its  light  against  the 
ceiling  instead  of  letting  the  bright 
glare  stream  through  the  silken  shade. 
Attached  to  a  disc  beneath  the  reflector 


and  lamp  are  three  small  lamps.  Pull- 
ing one  switch  lights  the  three  small 
lamps,  giving  the  shade  the  usual  deco- 
rative effect  of  the  ordinary  art  lamp. 
Switching  on  the  larger  lamp  floods  the 
room  with  a  beautiful,  clear  indirect 
illumination  which  must  be  experienced 
to  be  appreciated.  It  is  easy  to  convert 
an  ordinary  art  lamp  into  one  of  these 
unique  lighting  fixtures.  It  is  also  quite 
possible  to  make  exquisite  lamps  by 
combining  oriental  art  vases  with  the 
eye  comfort  adapter. 

To  preserve  their  mystic  beauty  the 
lighting  of  the  shades  must  be  very 
subdued.  The  addition  of  the  adapter 
preserves  the  desired  lighting  effect  and 
diffuses  a  very  clear  light  over  the  entire 
room — a  truly  oriental  illumination, 
with  the  scientific  device  concealed. 
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SOME  RARE  OLD  PORTRAITS 
Helen  Wright 


PORTRAITURE  is  the  most  diffi- 
cult and  exacting,  yet  the  most 
interesting  of  the  arts. 

It  is  an  art  apart,  requiring  distinc- 
tive gifts.  Aside  from  perfect  training 
in  the  technique  of  the  craft,  which  a 
successful  painter  must  be  able  to  for- 
get, in  his  concentration  upon  his  sub- 
ject— he  must  understand  human  na- 
ture and  character.  He  must  be  able 
to  penetrate  beyond  the  face  before 
him,  into  the  mind  and  heart  in  order 
to  portray  that  indefinable  something, 
which  we  call  personality. 

Modern  portrait  painters,  with  but 
few  exceptions,  have  not  been  able  to 
do  this  in  the  same  skilful  manner  as 
the  painters  of  the  fifteenth,  sixteenth, 
seventeenth,  and  eighteenth  centuries. 

We  cannot  be  said  to  know  from  per- 
sonal acquaintance  with  the  important 
personages  of  those  days  whose  por- 
traits hang  in  the  great  galleries  and 
museums  of  Europe  and  which  have 
been  so  marvelously  reproduced  in  line 
engraving,  mezzotint,  and  etching — 
still,  from  history,  biography,  and 
knowledge  of  the  men  and  the  artists, 
we  know  that  they  understood  the  art 
and  were  able  to  grasp  the  essentials, 
the  "inner  story." 

The  Library  of  Congress  contains  a 
most  interesting  collection  of  engraved 
portraits  of  noted  men  ranging  from  the 
third  to  the  eighteenth  century,  and  as 
it  contains  rare  examples  of  th?  work 
not  only  of  the  great  painters,  but  of  the 
most  famous  engravers,  it  repays  care- 
ful study. 

There  are  about  five  hundred  of  these 
portraits,  and  among  them  are  to  be 
found  Englishmen,  Frenchmen,  Dutch- 
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men,  Spaniards,  Italians,  and  Ger- 
mans, and  one  is  able  to  study  history 
as  one  turns  the  portfolios  where  they 
are  incased. 

Small  explanatory  cards  give  names 
and  dates,  and  by  adding  a  few  con- 
necting links,  dramatic  biographies  of 
kings,  dukes,  emperors,  scientists, 
painters,  poets,  reformers,  councilors, 
and  diplomats  unfold.  If  one  is  not 
familiar  with  at  least  one  important 
fact  in  the  life  of  each,  he  is  inspired 
to  "look  him  up,'^  to  learn  more,  so 
insistently  do  the  faces  compel  atten- 
tion. 

The  greater  number  of  the  prints  are 
of  the  French  School  of  the  seventeenth 
century,  that  period  during  the  reign  of 
Louis  XIV,  when  the  fine  arts  received 
so  much  encouragement  from  the  state 
and  when  line  engraving  reached  its 
highest  point  in  brilliancy  and  perfection 
of  technique,  when  portraits  were  as 
illuminating  as  pages  of  memoirs  of  the 
court.  While  the  collection  of  French 
courtiers  is  most  fascinating  and  the 
engravings  exquisite  in  grace  and  deli- 
cacy, there  is  a  greater  variety  in  the 
work  of  some  of  the  earlier  engravers 
of  other  schools. 

The  first  portrait  in  point  of  time  is 
that  of  Urban  I,  which  takes  us  back 
to  the  early  part  of  the  third  century, 
as  he  died  in  230  a.d.  He  was  bishop 
of  Rome  in  224,  succeeding  Calixtus. 
It  is  a  quaint  old  portrait,  probably 
imaginary,  by  Raphael. 

Raphael  is  so  much  better  known  by 
his  frescoes  in  the  Vatican,  his  wonder- 
ful religious  and  historical  pictures,  that 
the  few  portraits  he  painted  have  per- 
haps not  received  their  just  considera- 
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Fid.  I. — Jacques  Beni'gne  Bossuel.    Painted  by  Hyacinthe  Rigaud.    Engraved  by  Pierre 
Imbert  Drevet. 
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Fig.  a. — Erasmus.    Painted  by  Hans  Holbein.    Etched  by  Joseph  Felix  Bracquemond. 


tion,  though  they  rank  with  the  great 
world  portraits. 

When  Raphael  was  in  Rome,  he  was 
a  favorite  at  the  papal  court,  and  an 
intimate  friend  of  noblemen  and  influ- 
ential officials.  He  was  crowded  with 
work,  but  it  was  chiefly  mural  decora- 
tion and  altar  pieces.    Perhaps  his  best- 
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known  portrait  is  the  striking  one  of 
Pope  Julius  II  (Fig.  3).  The  original 
is  in  the  Uffizi  at  Florence,  and  no  one 
who  has  seen  it  can  forget  the  fine  old 
man,  seated  in  his  arm-chair,  wearing 
his  Pope's  cap.  The  portrait  has  great 
dignity  and  beauty  of  color.  The  Pope's 
snowy  beard  and  thoughtful  downcast 
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—Pope  Julius  II.  Painted  by  Raphael.  Engraved 

by  Moritz  Steinla. 


portrait  by  the  same  engraver  Frangois 
Forster  (Fig.  4). 

It  was  the  fashion  among  the  early 
Italian  painters  to  use  their  neighbors 
and  friends  as  models,  so  the  fifteenth- 
century  Italian  fresco  might  be  called 
a  sort  of  "historical  portrait  gallery." 
The  Medici  family  have  appeared  at 
various  times;  in  Gozroli's  "Adoration 
of  the  Magi,"  in  the  Riccardi  palace 
chapel,  also  in  Botticelli's  "Adoration." 

They  were  so  long  dominant  in  Italy, 
that  the  history  of  Florence  is  a  history 
of  the  Medici  family.  "Cosimo,  by  his 
alliance  with  Milan,  Rome,  and  Venice, 
preserved  the  integral  of  Florence,  but 
he  was  expelled  as  a  tyrant  in  1430,"  the 
little  card  beneath  his  picture  tells  us. 
There  is  a  portrait  of  Francois  de 
Medici,  Grand  Duke  of  Tuscany,  son 
of  Cosimo,  whom  he  succeeded,  by 
Rubens,  engraved  by  Edehnck. 


eyes  give  him  a  kindly,  benevolent  ex- 
pression,that  does  not  suggest  his  warlike 
nature.  When  Michelangelo  was  mak- 
ing a  bust  of  him,  he  said  to  the  artist, 
"Why  represent  me  with  a  book,  give 
me  a  sword."  The  face  is  in  striking 
contrast  to  that  of  Leo  X,  who  was 
Pope  from  1503  to  1513.  Leo  was  fat 
and  homely  and  is  represented  seated 
at  a  table  with  two  cardinals,  Giulio  del 
Medici  and  L.  dei  Rossi,  behind  him  in 
the  shadow.  Raphael  has  painted  him 
with  uncompromising  truth.  Raphael's 
own  portrait  by  himself,  a  lovely  boyish 
face — he  was  about  twenty-three — is 
exquisitely  poetic  and  delicate.  His 
face  wears  an  uplifted  expression,  as  if 
he  already  saw  the  lovely  madonnas, 
saints,  and  angels  that  he  was  to  paint 
so  marvelously.  The  picture  is  en- 
graved in  pure  line,  rather  too  smooth 
and   not  as  well  done  as  the   Durer 


echt  DQrer.    Painted  by  himselF.  Engraved 
by  Frangois  Forater. 
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Three  curious  little  prints  of  Christo- 
pher Columbus  do  not  inspire  one  with 
a  feeling  of  patriotism  that  his  face 
ought  to  awaken.  Wc  would  rather  he 
discovered  us  than  that  we  should  have 
discovered  him!  A  large  etching  done 
by  a  modern  etcher  gives  him  a 
stronger,  more  manly  personality  that 
would  surely  have  pleased  the  explorer 
much  better. 

The  poets  Dante  and  Petrarch,  each 
wear  the  peculiar  close  cowl-like  hood, 
which  was  the  fashion  in  their  Italian 
day.  It  is  interesting  to  contrast 
Petrarch's  round,  cheerful  face,  with 
Dante's  sad,  poetic,  and  classic  fea- 
tures. Dante,  by  Stefano  TofanelH,  is 
painted  standing  against  an  ivy -covered 
wall,  which  might  be  a  corner  of  one  of 
the  beautiful  Florentine  cloisters. 

Three  beautiful  portraits  of  Erasmus, 
all  by  Holbein,  are  etched  by  a 
French,  English,  and  Flemish  engraver. 
Holbein  was  a  close  friend  of  the 
scholar,  whose  portrait  he  painted  many 
times. 

The  most  famous  (Fig.  2)  is  the  one 
representing  the  satirist  seated  at  his 
desk  writing,  his  face  in  profile,  his  cap 
pulled  down  over  his  ears.  The  back- 
ground is  an  elaborately  decorated 
dark-green  curtain,  against  which  the 
face  stands  out  cameo-like. 

It  was  his  friendship  for  Erasmus 
that  was  the  occasion  of  Holbein's  first 
visit  to  England  in  1524,  when  he  carried 
an  introduction  to  Sir  Thomas  More,  by 
whom  he  was  entertained.  More  wrote 
to  Erasmus,  "Thy  painter,  dearest 
Erasmus,  is  a  wonderful  artist."  More 
must  have  been  an  inspiring  subject 
for  the  skilful  painter,  who  made  several 
portraits  of  him,  also  an  exquisite 
miniature  which  is  in  the  collection  of 
Mr.  J.  Pierpont  Morgan.  Henry  VIII 
was  his  intimate  friend,  delighting  in 
his  wit  and  learning.    It  was  doubtless 
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through  More  that  Holbein  became 
court  painter,  a  position  he  held  until 
his  death. 

Among  portraits  of  the  artists  we  find 
Michelangelo,  Titian,  Leonardo  da 
Vinci,  and  Diirer,  each  painted  by  him- 
self. One  feels  that  they  must  be  photo- 
graphic, so  truly  do  they  satisfy  one's 
conception.  There  are  three  of  Diirer, 
who  was  unquestionably  a  great  por- 
trait painter,  though  chiefly  known 
by  his  engravings  and  woodcuts.  His 
whole  life  was  an  apprenticeship  to  art. 
He  began  when  he  was  thirteen,  when 
he  made  that  charming  sketch  of  him- 
self holding  up  one  finger,  which  he 
drew  too  long  and  attempted  to  correct, 
leaving  the  original  oiitiine  plainly 
visible. 

His  later  portraits  resemble  '  very 
strongly  this  youthful  face  and  it  would 
seem  as  if  the  long  curls  he  effected 
ought  to  belong  to  his  boyhood  years. 
He  was  a  sincere  and  devout  man  and 
it  is  sad  to  learn  that  "his  life  was 
embittered  by  a  nagging  wife."  It  is 
supposed  that  his  famous  engravings, 
"Knight  and  Death,"  and  "Melan- 
cholia," possessed  a  mystical  obscurity 
that  "might  mean  conjugal  infelicity." 
More  light  is  thus  thrown  on  his  friend- 
ship for  Hans  Sachs  and  their  devotion 
to  the  little  sausage  house  in  Nurem- 
berg. 

Luther  and  Melanchthon  are  seen 
together,  painted  by  Lucas  Cranach, 
painter  to  the  Saxon  Court  in  1504,  in 
an  elaborate  setting,  surrounded  by 
small  engravings  of  Matthew,  Mark, 
Luke,  and  John  and  a  small  enuncia- 
tion between  the  heads  of  the  two 
reformers. 

Vasari's  portrait  of  Benvenuto  Cel- 
lini cannot  be  said  to  tell  the  "inner 
story,"  as  his  face  does  not  awaken 
memories  of  the  exciting  days  when  he 
was  casting  his  "Perseus."   Nor  does  it 
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Fig.  5.— William  Hogarth.   Painted  by  himself. 
Engraved  by  Benjamin  Smith. 

seem  possible  from  his  benign  and  be- 
nevolent expression  that  "he  had  a  bad 
temper,  was  not  honest,  to  be  his  rivai 
was  to  face  death  every  day,  and  to 
contradict  him  was  to  risk  being 
knocked  down!"  One  is  moved  to 
doubt  a  little  the  portrait's  authen- 
ticity, as  one  has  come  to  doubt  Vasari's 
entertaining  art  history. 

The  Behams,  Barthel  and  Hans 
Sebald,  were  from  Nuremberg  and 
were  the  most  eminent  of  the  "Little 
Masters,"  They  came  under  Durer's 
influence,  but  excelled  in  delicate  en- 
graving of  great  depth  of  expression. 
The  portrait  of  the  Emperor  Charles  \' 
of  Germany,  designed  and  engraved  by 
Barthel  Beham  in  1531,15  declared  by  Sir 
Seymour  Haden  to  be  a  masterpiece. 

We  find  among  the  portraits  Calvin, 
Tasso,  Raleigh,  Tycho  Brahe,  Edmund 


Spenser,  Shakespeare,  Goltzius,  Henry 
HI,  Henry  IV,  and  Charles  IX  of 
France. 

The  \'an  Dyck  portraits  show  him  an 
etcher  as  well  as  a  painter.  He  was  a 
pupil  of  Rubens,  but  surpassed  him 
in  portraiture.  His  capacity  for  work 
must  have  been  tremendous.  During 
his  seven  years  in  England  he  painted 
one  thousand  portraits.  He  painted  all 
the  great  families  in  England,  Italy,  and 
the  Netherlands.  He  was  an  "inter- 
preter of  aristocracy."  Beside  giving 
to  each  sitter  the  greatest  distinction 
and  charm,  he  possessed  a  fine  decora- 
tive sense  and  knew  how  to  paint  satin, 
delicate  lace,  and  rich  velvets.  It  is 
said  that  in  the  city  of  Genoa  he  painted 
seventy-two  portraits.  He  was  emi- 
nently fitted  for  the  position  of  court 
painter,  to  which  Charles  I  appointed 
him.  Three  months  after  his  arrival  he 
was  publicly  knighted  and  the  king 
gave  him  a  chain  and  locket  set  with 


ViQ.  6. — GuiUaume  de  Brisacier.  Painted  by 
Mignard.   Engraved  by  Masson. 
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Fig.  7. — Philip  IV,  King  erf  Spain.   Painted  by  Velasquez.   Engraved  by  Goya. 

diamonds,  containing  his  picture.   The  through  the  influence  of  his  friend  Sir 

famous  Louvre  portrait,  where  Charles  Benjamin  West,  was  granted  permis- 

is  seen  in  hunting  costume,  standing  in  sion  to  copy  the  Van  Dyck  portraits 

profile,  an  equerry  holding  his  horse  at  of  the  Stuarts  in  the  royal   coUec- 

the  right,  a  charming  landscape  in  the  tions. 

background,    is   engraved    by    Robert  Rembrandt  is  seen  in  three  fine  ex- 
Strange,    an    English    engraver,    who,  amples,  Hermann  Doomer,  Jan  Six,  the 
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old  Burgomaster  of  Amsterdam,  and 
himself. 

No  one  face  has  been  more  often 
represented  in  art  than  Rembrandt's. 
He  was  very  fond  of  painting  his  own 
portrait,  of  which  there  are  fifty,  beside 
twenty-seven  etched  portraits. 

His  biographers  do  not  seem  to  think 
it  was  vanity  that  he  represented  him- 
self in  every  conceivable  costume  and 
hat,  with  his  hair  sometimes  long, 
sometimes  short,  sometimes  curled, 
sometimes  straight — but  rather  that 
he  was  simply  making  studies  of  light 
and  shade,  facial  expression,  reflections 
of  light  on  different  textures.  What- 
ever his  motive,  the  art  world  is  richer 
by  these  wonderful  portraits. 

Hermann  Doomer  wears  the  broad 
Puritan  hat  and  stiff  ruff  in  which 
Rembrandt  never  appeared  in  his  own 
portraits,  preferring  something  more 
fantastic  and  romantic.  Doomer's  por- 
trait is  so  marvelously  lifelike  and 
speaking  that  one  feels  almost  rude  not 
to  stop  and  tell  him  how  "glad  you  are 
to  have  met  him." 

Several  of  the  pictures  bear  no  ex- 
planatory note,  excepting  that  the  men 
"flourished"  between  certain  dates. 
Two  fascinating  prints  are  of  Dutch- 
men, Jacob  van  Hoorn,  and  Jan  Kniper, 
who  "flourished"  from  1638  to  1745. 
They  must  have  done  so  to  some  pur- 
pose, as  their  striking  faces,  seamed  and 
lined,  their  rather  rakish  hats  worn  at 
tipping  angles,  would  indicate  that  they 
were  gentlemen  of  large  experience. 
They  were  painted  by  Quinckhardt  and 
beautifully  engraved  in  fine  telling  lines 
by  Houbraken. 

Two  distinctive  portraits,  repre- 
sented by  two  of  the  greatest  names  in 
Spanish  art,  are  portraits  of  Philip  III 
and  Philip  IV  of  Spain,  painted  by  Ve- 
lasquez and  engraved  by  Goya  (Fig.  7). 


Velasquez  must  have  painted  twenty- 
five  or  thirty  portraits  of  Philip  IV. 

The  king  gave  him  for  a  studio  the 
north  gallery  of  the  .Alcazar,  which 
communicated  with  the  royal  apart- 
ments, and  he  was  in  the  habit  of  pay- 
ing the  artist  a  daily  visit.  Velasquez 
went  twice  to  Italy,  the  last  time  for 
the  purpose  of  collecting  pictures  and 
casts  for  the  Alcazar. 

Goya  y  Lucientes  was  a  very  different 
personality  and  his  youth  was  rather 
turbulent.  Street  fights  and  hair- 
breadth escapes  may  have  given  the 
brutal  character  which  his  art  pos- 
sesses. His  etchings  and  aquatints  are 
very  much  prized  and  sought  after  by 
collectors. 

When  we  come  to  the  French  prints 
we  find  twelve  portraits  of  Louis  XIV 
done  by  the  best  of  the  French  artists 
and  engravers.  The  most  famous  one. 
called  the  "official  historical"  portrait 
by  Rigaud  (whose  full  name  is  simply 
Hyacinthe  Francois  H.M.P.  le  M.A.J. 
Rigaud-y-Ros),  represents  the  king 
full  length,  wearing  his  wonderful 
ermine-lined  velvet  cloak,  thrown  back 
to  reveal  his  "small  clothes,"  silk  hose, 
and  buckled  shoes.  The  towering  wig 
and  arrogant  expression  of  his  face  are 
the  crowning  touches  of  his  kingly  mag- 
nificence. The  portrait  is  engraved  in 
the  most  finished  manner  by  Drevet, 
who  possessed  rare  skill  in  representing 
lace  and  fur. 

Lebrun,  Nattier,  Nanteuil,  Largil- 
li^re,  and  Rigaud  were  the  great  French 
portrait  painters  of  the  seventeenth 
century.  The  two  last  were  friends, 
perhaps  because  Largilli^re  preferred 
to  paint  women's  portraits  and  Rigaud 
men's.  It  is  reported  that  he  said:  "If 
I  make  a  true  likeness  of  a  woman,  it 
is  often  unsatisfactory  to  the  sitter, 
because  not  beautiful,  and  if  beautiful, 
it  is  not  satisfactory  to  me,  because  not 
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true."  He  painted  kings  and  queens, 
delighting  in  satins,  ermines,  masses  of 
drapery,  richly  carved  furniture,  and 
polished  armor.  He  was  called  the  Van 
Dyck  of  France. 

The  Drevets,  Pierre,  and  Pierre  Im- 
bert,  recognized  the  peculiar  character 
of  the  work  of  Rigaud  and  adapted 
their  fine  technique  of  portrait  engrav- 
ing to  its  needs.  Pierre  engraved  forty- 
one  plates  after  Rigaud  and  nine  after 
Largiili^re. 

The  portrait  of  Jacques  B^nigne  Bos- 
suet,  which  was  engraved  by  him  in 
1723,  after  the  painting  by  Rigaud,  is 
considered  one  of  the  four  finest  por- 
trait engravings  ever  made.  The  old 
white-hatred  bishop  stands  resplendent 
in  his  rich  lace-trimmed  robe  that  falls 
in  ample  folds  about  him.  There  is  a 
light  upon  the  head  and  face,  while  the 
background  is  dark  shadow,  giving  the 
print  a  brilliant  tone  (Fig.  i). 

The  collection  contains  nearly  one 
hundred  prints  drawn  or  engraved,  or 
both,  by  Robert  Nanteuil,  and  it  would 
be  impossible  to  enumerate  them,  or  the 
long  list  of  distinguished  men  who  made 
French  history,  art,  and  letters. 

Nanteuil  was  the  real  founder  of  the 
school  of  French  portrait  engravers. 
He  drew  his  portraits  from  life,  hence 
they  were  better  than  most  reproduc- 
tive work.  As  they  were  largely  en- 
graved after  pencil,  or  crayon,  they 
were  undoubtedly  cheaper  than  if  they 
had  been  done  in  oil,  which  may  have 
been  the  reason  he  had  so  large  a 
clientele. 

He  was  wonderful  in  his  modeling  of 
heads  and  in  the  expression  he  gave  the 
faces,  which  were  always  alert,  always 
dignified.  Some  one  has  said,  "Nanteuil 
shows  his  sitter,  not  only  as  he  looks, 
but  as  he  wants  to  look,  not  only  as  he 
is,  but  as  he  wants  to  be,"  which  cer- 
tainly  must   have  satisfied   the  most 
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exacting.  He  executed  280  plates, 
nearly  all  portraits  and  most  of  them 
from  his  own  drawings  from  life. 

The  collection  contains  the  portrait 
of  Pompone  de  Beili^vre,  by  Charles 
Lebrun,  engraved  by  Nanteuil,  which  in 
the  opinion  of  connoisseurs  is  the  most 
beautiful  portrait  in  all  line  engraving, 
also  (Fig.  6)  Guillaume  de  Brisacier 
("The  Gray-haired  Man,"  so  called  on 
account  of  the  beautiful  engraving  of  the 
hair),  engraved  by  Masson  after  the 
painting  by  Mignard.  The  latter  is  con- 
sidered one  of  the  four  finest  portraits  in 
engraving. 

But  where  .shall  one  stop  in  the 
absorbing  survey!  Moli^re,  the  author 
and  actor,  Malherbe,  the  lyric  poet, 
Mansart,  Louis'  architect,  Cornetlle, 
Richelieu,  the  Napoleons,  Watteau,  the 
painter  of  shepherds  and  shepherdesses, 
Bartolozzi,  the  Italian  engraver,  nine 
portraits  of  Frederick  the  Great  of 
Prussia,  at  all  stages  of  youth  and  age, 
in  all  costumes,  on  horseback,  a-foot, 
before  and  after  battle,  Callot,  Poussin, 
Inigo  Jones — and  on  ad  infinitum. 

There  are  only  a  few  English  por- 
traits in  the  collection,  and  many  of 
the  representative  names  are  missing. 

England  was  the  last  of  the  European 
countries  to  develop  a  national  school. 
After  Van  Dyck  came  Sir  Peter  Lely 
and  Sir  Godfrey  Kneller,  then  Rey- 
nolds, Romney,  Gainsborough,  Hopp- 
ner,  and  Lawrence. 

These  painters  all  have  a  certain 
similarity  of  style  and  workmanship. 
Their  sitters  were  handsome  men, 
beautiful  women,  and  lovely  children 
who  liked  posing  in  romantic  r61es,  in 
becoming,  graceful  costumes.  In  the 
portrait  of  Grinling  Gibbons,  an  Eng- 
lish woodcarver,  we  find  two  of  the 
well  -  known  English  artists  —  Kneller 
and  John  Smith. 

When  Kneller  was  quite  a  young  man 
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he  asked  to  be  allowed  to  paint  a  por- 
trait of  Charles  II.  The  king  consented 
if  he  could  sit  at  the  same  time  to  Sir 
Peter  Lcly,  who  had  already  been  com- 
missioned to  paint  him.  When  the  pic- 
tures were  finished,  Kneller's  was  so 
much  the  better  and  done  with  such 
rapidity  and  ease,  in  spite  of  the  fact 
that  Lely  chose  the  best  light  and  posi- 
tion, that  the  court  was  delighted  and 
Kneller's  future  was  assured.  Charles 
sent  him  to  France  to  paint  Louis  XIV, 
and  ten  reigning  monarchs  sat  to  him. 
He  was  made  a  baronet  in  1715.  Among 
his  many  friends  were  poets  and  men  of 
letters  who  extolled  him  in  ode  and 
verse. 

Addison,  Dfyden,  and  Pope  were  his 
enthusiastic  admirers  and  his  portraits 
of  them  are  ail  seen  in  the  collection. 
Pope  wrote  his  epitaph,  which  is  en- 
graved on  the  monument  erected  to 
him  in  Westminster  Abbey.  Among 
the  portraits  by  Kneller  we  find  John 


Churchill,  Duke  of  Marlborough, 
William   III,  Congreve,  and  Steele. 

Whistler  considered  Hogarth  the 
greatest  English  artist  that  ever  lived. 
It  was  not  until  after  his  death  that 
his  paintings  were  appreciated.  His 
contemporaries  were  entirely  taken  up 
with  his  "pictorial  satires"  and  his 
engravings. 

His  own  portrait  is  an  interesting  one. 
Painted  in  an  oval,  his  face  round  and 
rather  coarse,  emerges  from  a  fur  bon- 
net that  fits  tightly  about  his  ears.  His 
big  bulldog  sits  in  solemn  state  on  the 
table  close  by  as  if  guarding  not  only 
his  master,  but  a  pile  of  books  and  a 
palette.  The  picture  is  engraved  in  stip- 
ple by  Benjamin  Smith  {Fig.  5). 

One  is  embarrassed  by  the  richness 
of  the  library  collection,  and  does  not 
know  whether  to  devote  one's  time  to 
the  men,  or  their  engravers,  to  gossip, 
or  to  art. 

Washingloti.  D.C. 
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A  NOTE  ON  PLANT  DRAWING 

Alfred  M.  Brooks 


MANY  people  are  in  the  haljit 
of  regarding  all  exquisite,  or 
extremely  delicate,  or  finely 
touched  drawings  as  unimportant,  if 
not  positively  bad.  They  afc  prone  to 
make  the  mistake  long  ago  made  by 
Ruskin  when  he  wrote  that  he  would 
give  more  for  a  single  sweep  of  Turner's 
brush  than  a  thousand  years  of  the 
niggling  of  Hobbema.  They  mistake 
what  is  highly  finished  for  finical.  They 
forget  that  truth  may  be  narrow  in 
range  as  well  as  broad.  They  overlook 
the  fact  that  niggling  means  laboriously 
touching   the   paper  or  canvas,   wilh 


brush  or  pencil,  when  the  resulting 
touches  do  not  mean,  either  individu- 
ally or  collectively,  something  definite 


Fiu.  2. — Spray  o(  Woodbine,  by  Martin  Mower. 

and  foreintended.  A  niggling  touch  is 
an  irrelevant  touch.  It  is  an  unthought- 
ful  touch.  But  Hobbema's  touches, 
fine  and  precise,  do  every  one  of  them 
mean  something.  For  example,  com- 
pare these  trees,  branch  and  leaf 
(fig.  3),  from  his  "Water  Mill,"  or 
better  still,  his  "Avenue  Middleharmis." 
one  of  the  noblest  of  landscapes.  That 
narrowness  of  manner  more  than 
breadth,  necessarily  pertains  to  small, 
or  extremely  careful  records  of  plant 
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Fig.  3-— Part  ol  "The  Water  Mill."  by  Hobbema. 


.y  Google 


ART  AND  ARCHAEOLOGY 


Fig.  4.^Ruskin's  Studies  of  the  Morning-glory. 

growth,  either  drawn  or  painted,  is 
often  wrongly  assumed.  Large  things 
can  be  done  in  a  restricted  manner  and 
yet  be  fine,  even  the  finest  of  their  sort. 
Witness  the  work  of  Huysum  at:  his 
best.  That  he  is  not  broad  in  the  sense 
in  which  Turner  and  Titian  are  broad 
should  not  of  itself  condemn  him.  On 
the  other  hand,  some  of  the  smallest 
pictures  possess  a  breadth  equal  to  that 
ever  attained  by  any  artist.  The  point 
is,  that  good  drawing  implies  conveying 
faithful  impressions  by  means  of  line 
and  color.  The  manner  of  one  draughts- 
man will  differ  from  that  of  another  just 
as  the  style  of  one  writer  differs  from 
that  of  another.  The  aim  of  each,  if 
he  be  good,  is  to  record  fact,  and  to 
emphasize  the  beauty  of  such  fact. 

Of  good  drawing  in  a  narrow  manner, 
not  niggled  because  every  line  and  dot 
means  some  definite  thing  in  the  sum 
total  of  a  truthful  and  beautiful  record, 
the  rose  (Fig.  i),  by  James  Holland, 
offers  a  capital  illustration.  And  yet  it 
is  not  to  be  compared  with  the  spray  of 
woodbine  (Fig.  2)  by  Martin  Mower. 
The  two  drawings  are  alike  in  kind,  but 


unlike  in  degree.  They  are  similar  in 
being  careful  transcripts  of  reality,  but 
different  in  that  one,  the  rose,  does  not 
rise  above  fact,  while  the  other,  the 
woodbine,  does.  The  Holland  rose  is  a 
specific  rose  and  a  lovely  one.  That  is 
all.  Mower's  woodbine  is  something 
other  than  a  specific  spray  because, 
although  the  reality  of  this  specific 
spray  will  fascinate  anyone  who  knows 
the  pretty  plant,  the  art  of  it,  its  sheer 
beauty  fills  the  mind  with  thoughts  of 
woodbine  everywhere  and  always.  This 
rose  is  a  bit  of  particular  art  and  good 
because  highly  truthful.  This  wood- 
bine, no  less  truthful,  is  a  bit  of  art 
which  rises  above  the  particular  to  the 
general,  a  broad  and  splendid  drawing 
beside  a  good,  although  narrow  one. 
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Ruskin's  studies  of  morning-glory 
(Fig.  4)  are  a  clearly  explanatory  par- 
allel, on  a  somewhat  higher  level,  to 
Holland's  rose.  For  such  a  parallel  to 
Mower's  woodbine  we  can  turn  to  the 
page  of  a  Japanese  artist's  sketch-book 
(Fig-  5)-  While  it  would  be  hard  to 
beat  the  truth  of  Ruskin's  large  bud  in 
the  lower  line,  it  is  truth  stated  in  a 
narrow  manner  as  compared  with  what 
is  to  be  seen  on  the  Japanese  page. 
Look  at  the  snail  shell.  It  is  the  essence 
of  breadth.  The  whole  is  greater  than 
any  of  the  parts,  but  the  parts  are  not 
neglected.  This  again  is  more  than  a 
specific  snail  shell,  mightily  specific  as 
it  is.  Both  convoluted  objects,  it  and 
the  morning-glory,  they  ofTer  excep- 
tional opportunity  for  comparison. 

Notice  the  trembling  bough  with  the 
half -frightened,  wholly  excited  bird 
clinging  to  its  under  side,  ready  for  the 
spider,  at  once,  enemy  and  prey.  See 
how  the  filiment  of  web,  fanned  by  the 
air  of  the  fluttering  wings  of  the  other 
bird,  is  bowed  out  of  the  perpendicular. 
Again,  in  the  petals  of  the  chr\'santhe- 
niums  every  touch  is  masterly  because 
placed    with   evident   purpose  of   por- 


traying present  fact  and,  at  the  same 
time,  making  us  think  of  the  whole 
realm  of  fact,  the  wonderful  chrysanthe- 
mum world,  from  which  the  particular 
instance  under  consideration  chances  to 
be  taken. 

Niggled  drawing  is  bad  because  it  is 
purposeless.  No  example  need  be  given. 
There  are  too  many  in  the  world 
already.  Narrow  drawing  may  be  fine 
and,  in  some  circumstances,  the  only 
right  kind.  But  broad  draughtsman- 
ship is  invariably  the  mark  of  great 
artists. 

Many  a  man  tries  to  mask  both  ig- 
norance and  inability  beneath  a  spe- 
cious breadth.  To  know  the  difference 
is  essential  to  appreciation.  The  only 
way  to  learn  to  distinguish  is  by  constant 
comparison.  The  four  last  cuts  dis- 
cussed are  good  "first  material."  What 
has  been  said  of  them  is  meant  in  the 
nature  of  suggestion.  No  man  learns 
to  draw  well  or  to  understand  drawing 
— "father  of  all  the  arts" — save  b\- 
looking  through  his  own  eyes,  and  him- 
self using  a  pencil  constantly. 

Indiana  Univenity 
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Fic.  I. — Housetops  in  Winter. 


THE  ART  OF  CLARENCE  K.  CHATTERTON 

Oliver  S.  Tonks 


THE  tendency  of  modern  poetry, 
such  as  that  of  Gibson,  is  to  rec- 
ognize beauty  in  the  prosaic  inci- 
dents of  hfe,  and  the  same  disposition 
to  seek  the  interesting  in  the  common- 
place is  observable  in  modern  painting. 
In  demonstration  of  this  one  hardly 
need  go  farther  than  to  mention  Bel- 
lows' "Forty  Kids"  and  "Cliff  Dwell- 
ers," or  Glackens'  street  scenes  of  the 
East  Side,  New  York.  To  this  group 
of  painters  of  the  "prosaic"  belongs 
Clarence  K.  Chatterton, 
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Those  who  are  familiar  with  the  exhi- 
bitions of  the  Salmagundi  and  Mac- 
Dowell  Clubs,  and  the  Pennsylvania 
Academy  of  Fine  Arts,  will  doubtless 
remember  him  as  a  painter  of  the  Hud- 
son Valley,  and  particularly  of  its  ship- 
ping, docks,  and  busybody  tugs.  This 
is  in  part  due  to  the  unusual  character 
of  the  subject.  A  more  just  recollection 
of  Chatterton's  work  would  include  por- 
traits and  scenes  apart  from  the  river. 
But,  wherever  the  scenes  are  laid,  his 
interest,   in  most  instances,  seems  to 
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reside  in  those  places  with  which  people 
are  associated. 

Perhaps  as  distinctive  as  any  of  the 
artist's  work  is  a  canvas  called  "House- 
tops in  Winter"  (Fig.  i).  Snow-bur- 
dened roofs,  giving  glimpses  of  cavern- 
ous streets  below,  might  seem  to  be  as 
commonplace  a  subject  as  anyone  could 
desire.  But  they  become  a  glorified 
theme  in  the  realization  of  solid  form 
defined  by  a  skilfully  manipulated  light. 
One  suspects,  to  be  honest,  that  Chat- 
terton  chose  his  subject  not  for  any 
inherent  interest  which  it  might  possess 
in  itself,  but  because  it  offered  him  an 
opportunity  to  paint  light.  So  true  is 
his  sense  for  this  phenomenon  in  nature 
that  through  its  agency  in  this  picture 
the  forms  become  tactile,  atmosphere 
is  created,  and  even  the  time  of  day  is 
definitely  indicated.  The  length  of  the 
shadows,  of  course,  show  that  the  hour 
was  early  or  late — but  they  tell  nothing 
more.  It  remained  for  the  peculiarly 
warm  quality  of  the  light  on  the  snow- 
blanketed  housetops  to  show  that  it  is 
late  afternoon.  I  have  referred  to  the 
atmosphere  in  the  picture.  I  have  only 
to  record  its  bleakness  as  the  eye 
searches  into  the  depths  of  the  picture 
to  a  remote  and  cold  horizon. 

A  contrast  to  the  last  picture  is  offered 
by  one  called  "In  the  Park."  It  is  a 
comfortable  painting  in  which  the  mel- 
low autumn  sun  filters  down  through 
the  trees  while  people  lounge  on  settees, 
gossip  on  the  walks  of  the  park,  or  go 
about  their  business.  But  interesting 
as  the  anecdotal  side  may  be,  it  is  again 
the  problem  of  light  which  has  attracted 
the  painter,  and,  I  may  say,  attracts  the 
spectator.  By  it,  and  in  it,  the  figures 
and  inanimate  objects  —  trees,  fences, 
and  buildings  —  stand  free  and  tangible 
to  the  eye. 

In  a  more  poetic  mood  than  these 
pictures  is  the  "Nocturne"  (Fig.  2)  with 


its  glimpse,  Whistierian  in  effect,  of  a 
river  pier  by  moonlight.  From  behind 
the  clouds  the  light  from  the  hidden 
moon  silvers  the  water,  while  through 
the  gloaming  the  twinkling  lights  of 
shore  and  passing  boats  wink  like  fire- 
flies. If  one  wished  to  follow  Whistler 
further,  the  picture  might  well  be  called 
an  arrangement  in  grays  and  greens. 

With  the  "Nocturne"  one  approaches 
a  favorite  theme  of  the  artist — the  Hud- 
son River.  But  whereas  its  lazy  barges 
and  smoky  tugs  possessed  almost  ethe- 
real beauty  by  night,  by  day  they  are 
themselves,  and,  in  Mr.  Chatterton's 
canvases,  become  the  realities  of  Kip- 
ling's "Day's  Work."  An  example  is 
the  "Coal  Wharf"  (Fig.  4).  Beside  a 
grimy  coal-shed  we  get  a  glimpse  of 
mirror-smooth  water  upon  which  play 
the  reflections  of  the  black  building  and 
the  dingy  tugs  that  slip  puffing  around 
the  end  of  the  pier.  In  itself,  one  might 
say,  an  unattractive  theme,  it  becomes 
under  the  orderly  composition  and  color 
sense  of  the  painter  a  lovely  harmony  of 
grays  and  pinks,  rendered  all  the  more 
delicate  by  the  dissonance  of  the  black 
note  of  shed  and  tugs. 

The  same  ability  to  evolve  a  picture 
from  seemingly  unattractive  material 
appears  in  "The  Dredge."  This  picture 
happens  to  be  but  a  sketch  jotted  down 
for  future  use,  but  it  illuminates  so  well 
what  I  have  said  of  the  painter's  style 
that  I  mention  it  here.  Yet  this  is  in 
no  sense  an  apology,  for,  sketchy  as  it 
is.  it  illustrates  the  artist's  composi- 
tional instinct  and  ability  to  realize 
space.  It  may  not  be  out  of  place  to 
call  attention  to  the  clever  balance  ob- 
tained by  the  introduction  of  the  barge 
as  a  note  to  offset  the  gaunt  silhouette 
of  the  dredge. 

In  portraiture  Chatterton  shows  the 
same  direct  method  which  he  employed 
in  landscape.    In  the  portrait  of  Mrs. 
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Fig.  3. — A  Noctui 


;r  pier  by  ir 


mlight. 


D.  one  is  immediately  aware  of  the 
robustness  of  the  brushwork.  This  qual- 
ity, however,  is  not  so  obtrusive  as  to 
startle,  for  while,  on  the  one  hand,  there 
is  no  indication  of  laboriously  won  sub- 
tlety in  gradation,  on  the  other  it  stops 
short  of  being  slapndash.  The  problem 
which  the  artist  has  here  set  himself  is 
that  of  painting  the  portrait  of  a  person 
sitting  in  a  brilliant  light  which  so 
floods  the  figure  as  to  leave  both  sides 
of  the  face  almost  equally  illuminated. 
This  quality  has  been  successfully  ob- 
tained by  a  sure  fluid  stroke  which 
models  firmly  and  without  hesitation. 
Still  there  is  no  haste;  only  a  happy 
restraint.  This,  by  keeping  the  middle 
ground  between  slick,  slippery  finish, 
and  ultra  sketchiness,  achieves  a  pecu- 
liarly convincing  portrait.  Much  of  this 
lifelike  effect  is  due  to  a  remarkable 
power  which  Chatterton  possesses  in 
the  painting  of  the  eyes.  The  same 
vital  quality  is  seen  in  Robert  Henri's 
work;  and  maybe  Chatterton  obtained 
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his  power  from  his  teacher  Henri.  But 
this  startlingly  living  character  in  the 
eyes  is  not  alone  in  making  the  likeness 
real.  Much  of  the  conviction  which  the 
figure  carries  is  a  result  of  an  ability  to 
realize  the  three-dimensional  solidity  of 
a  physical  body  upon  the  twondimen- 
sional  surface  of  the  canvas. 

Less  closely  painted  than  the  last 
and  done  with  an  even  more  fluid  stroke, 
is  the  portrait  of  the  "Skipper."  It  was 
finished  in  a  couple  of  sittings  and  is 
therefore  free  from  the  dangerous  refin- 
ing to  which  artists  sometimes  fall  prey. 
The  portrait  has  an  effective,  instantane- 
ous appearance  even  more  unstudied 
than  that  of  the  picture  of  Mrs.  D.  At 
the  same  time  a  splendid  solidity  has 
been  preserved  so  that  the  comfortable 
fashion  in  which  a  somewhat  heavy  man 
settles  down  into  himself  is  most  con- 
vincingly indicated. 

Another  portrait,  that  of  Professor 
T.,  shows  Chatterton  in  a  still  different 
mood.    In  this  instance,  in  which  one 
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Fig.  4.— The  Coal  Wharf. 


susjjects  the  subject  was  chosen  for  the 
splendid  effect  of  his  black  silk  gown 
and  crimson  hood,  the  modeling  of  the 
head,  especially  on  the  lighted  side,  is 
almost  caressingly  smooth.  By  this 
method  a  flesh  quality  has  been  ob- 
tained which  is  remarkably  living.  The 
eyes,  as  in  the  other  portraits,  are  finely 
painted  and  throughout  the  figure  the 
artist  has  presented  the  tactile  quality 
of  a  physical  body.  The  pose  is  easy 
and,  whether  natural  to  the  sitter  or 
not,  dignified.  The  likeness,  I  know 
from  a  long  acquaintance  with  the 
original  of  the  portrait,  is  a  true  one 
(cf.  Fig.  3). 

What  Chatterton's  artistic  training 
may  have  been  is,  I  suppose,  of  little 
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consequence.  But  since  the  critic  is 
usually  prohe  to  trace  mannerisms  back 
from  pupil  to  teacher — just  as  fond 
relatives  trace  back  color  of  eyes  or 
shapes  of  cars  from  child  to  parent — it 
seems  as  if  in  some  of  Chatterton's 
work,  as,  for  example,  the  portrait  of 
Mrs.  D.,  the  influence  of  Henri,  his 
teacher,  lingered.  Certainly  the  burn- 
ing eyes  recall  those  of  the  latter  artist's 
figures.  In  the  "Skipper,"  on  the  other 
hand,  the  smoother,  somewhat  suaver 
style  of  Chase,  under  whom  Chatterton 
also  worked,  appears.  But  in  neither 
case  is  the  reminiscence  more  than  fleet- 
ing. Certainly  in  the  portrait  of  Pro- 
fessor T.,  even  these  faint  indications 
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TO  EURIPIDES 

Euripides,  thou  poet  true  and  great, 
E>eep  thinker  of  the  mysteries  of  fate, 
Didst  thou  not  tremble  at  the  very  brink 
Of  doubt  and  in  its  fearful  maelstrom  sink? 

Or  didst  thou  ever  reach  conclusion  sure 
And  thy  frail  bark  in  anchorage  secure 
With  hope's  strong  anchor  fasten,  near  a  land 
Which  proved  to  thee  a  hospitable  strand? 

For  this  I  know,  thy  life  in  anxious  doubt 
Was  mixed  with  fears  within  and  griefs  without. 
Oh,  tell  us,  couldst  thou  consolation  find 
In  any  speculations  of  the  mind? 

Thy  friend,  the  thinker  Socrates,  once  found 
A  happy  hope,  which  surely  all  around 
His  soul  did  twine,  to  cheer  him  on  his  way 
And  at  the  end  to  brighten  death's  dark  day. 

His  arguments  could  not  convince,  tho'  strong: 
'Twas  hope  that  bore  him  cheerfully  along 
O'er  life's  dark  sea  to  that  far -distant  shore 
Where  all  is  clear  and  gloom  exists  no  more. 

Was  such  hope  thine?   Oh,  tell  us.   Who  can  say 
We  shall  not,  at  some  future  happy  day. 
Know  that  a  ray  of  hope  dispelled  for  thee 
The  cloud  of  doubt,  and  thou  didst  clearly  see? 

ROBERT  C.  HORN 

MuhUnberg  College 


,  Google 


i-i 


u 


i  9 


,  Google 


THE  ROCKEFELLER  VENUS 

Allan  Marquand 


IN  the  March  number  of  Art  and 
Archaeology,  pages  181-83,  Prof. 
David  M.  Robinson  published 
with  judicious  doubts  a  notice  of  the 
so-called  Altoviti  Venus  attributed 
boldly  to  Praxiteles  by  Charles  de  Kay 
in  the  November  number  of  the  Art 
World. 

This  statue  was  for  some  years  in  this 
country  and  in  London,  and  has  been 
seen  by  many  classical  archaeologists, 
from  whom  Mr.  de  Kay  no  doubt  ex- 
pected a  "quicker,  bolder,  and  more 
general  reception"  of  the  conclusions 
which  he  reached  concerning  the  statue 
some  years  ago.  But  he  is  singularly 
reticent  concerning  the  conclusions  of 
students  of  classical  sculpture.  I  pub- 
lished the  first  notice  of  this  statue  in 
Scribner's  Magazine  for  October,  1897, 
in  which  I  expressed  the  same  doubts 
as  those  now  published  by  Professor 
Robinson  in  Art  and  Archaeology. 
Later,  Mr.  Marshall  expressed  his 
doubts  in  the  Nation.  In  1900,  Luigi 
Miiani,  Professor  of  Archaeology  in  the 
University  of  Florence  and  Director  of 
the  Museo  Archeologico,  published  in 
the  Strena  Helbigiana  an  article  giving 
the  history  of  the  statue  (which  the 
antiquity  dealer  had  carefully  con- 
cealed) and  an  archaeological  apprecia- 
tion of  the  statue,  which  deserves  more 
careful  study  than  I  can  afford  -to  give 
at  this  time.  I  will  therefore  content 
myself  with  a  few  remarks  on  the  his- 
tory and  the  appreciation  of  the  statue. 

I.   THE  HISTORY  OF  THE  STATUE 

There  are  two  irrelevant  citations 
which  Professor  Milan!  introduced  into 
the  history  of  the  statue:  (i)  Benve- 
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nuto  da  Imola  in  a  note  to  the  loth 
Canto  of  the  Purgatorio  (ed.  Lacaita, 
Florence,  1887,  m.p.  280)  writes  in  1357, 
"Ego  autem  vldi  Florentine  in  dome 
privata  statuam  Veneris  de  marmore 
mirabilem  in  eo  habitu  in  quo  olim 
pingebatur  Venus.  Erat  enim  mulier 
speciosissima  nuda  tenens  manum 
sinistrum  ad  pudenda,  dextram 
vero  ad  mammillas  et  dicebatur  opus 
Polycleti,  quod  non  credo  quia  — 
Polycletus  scuJpsit  in  acre  non  in  mar- 
more."  That  Benvenuto  in  1357  saw 
in  a  private  house  in  Florence  a  marble 
pudic  Venus  is  quite  possible,  but  there 
are  many  private  houses  in  Florence 
dating  back  to  1357  and  so  many  Ve- 
nuses  of  this  type  in  existence  (cf.  Ber- 
nouilli,  Aphrodite,  pp.  220-48;  Reinach, 
Repertoire,  I,  pp.  321-40:11,  pp.  350-58, 
III,  pp.  108-9),  that  the  identification  of 
the  statue  seen  by  Benvenuto  is  now 
impossible.  (2)  In  the  street  known  as 
the  Borgo  degli  AJbizzi,  No.  18  is  a 
palace  belonging  first  to  the  Albizzi 
family,  then  in  the  sixteenth  and  seven- 
teenth centuries  to  the  Valor!  family, 
later  it  fell  into  the  hands  of  the  Guicci- 
ardini  and  today  belongs  to  the  Altoviti 
family.  When  it  belonged  toSenator  Bac- 
cioValoriin  1570  he  decorated  its  facade 
with  a  series  of  busts,  hence  it  was  popu- 
larly known  as  the  Palazzo  dei  Visaed 
or  ugly  faces.  BocchJ  in  his  Bellezze  di 
Firenze  (ed.  1591,  p.  178;  ed.  Cineili, 
1677,  p.  362),  besides  mentioning  the 
busts,  gives  an  inventory  of  the  works 
of  art  belonging  to  Baccio  Valori. 
Amongst  the  "figure  di  marmo,  lodate 
molto  di  artifizio  antico"  is  mentioned 
"una  tutta  h  intera,  figurata  per  una 
Venere."    He  gives  no  details,  so  that 
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it  would  be  a  wild  guess  to  suppose  this 
to  be  a  pudic  rather  than  some  other 
type  of  Venus  and  wilder  still  to  iden- 
tify it  with  the  Venus  referred  to  by 
Benvenuto  da  Imola.  Whether  this 
Venus  was  sold  with  the  house  to  the 
Guicciardini  and  by  them  to  the  Alto- 
viti  the  records,  so  far  as  I  know,  are 
silent.  The  Altoviti  family  had  a  palace 
in  another  quarter  of  Florence  and 
came  into  possession  of  the  one  in  the 
Borgo  degli  Albizzi  comparatively  re- 
cently. Whether  they  ever  were  the 
possessors  of,  or  harbored  in  that  palace 
a  marble  Venus  of  any  kind  we  do  not 
know.  Hence  it  is  a  misnomer  to  desig- 
nate the  Rockefeller  as  the  "Altoviti" 
Venus.  (3)  Near  the  Albizzi-Valori- 
Guicciardini-AItoviti  palace  in  the 
Borgo  degli  Albizzi  were  a  series  of 
houses  belonging  at  one  time  to  various 
members  of  the  Pazzi  family  (cf.  Bocchi, 
ed.  Cinelli,  pp.  368-69).  One  or  all  of 
these  Pazzi  houses  were  taken  down  and 
a  new  palace  constructed  by  the  archi- 
tect Ammanati  in  1568  for  Don  Antonio 
Ramirez  de  Montalvo,  chamberlain  of 
the  Grand  Duke  Cosimode'  Medici.  It 
was  from  this  Montalvo  palace,  No.  24 
Borgo  degli  Albizzi— not  from  the  Alto- 
viti palace.  No.  18  in  the  same  street — 
that  the  Rockefeller  Venus  was  ac- 
quired in  the  year  1889  by  the  antiquity 
dealer  Gustavo  Voltcrra.  Hence  it 
would  be  correct  to  designate  it,  with 
Reinach  {Repertoire,  in,  p.  108,  No.  2), 
the  "Montalvo,"  not  with  de  Kay  the 
"Altoviti,"  Venus.  Perhaps  also  we 
would  be  safer  to  follow  Reinach  further 
and  consider  it  "suspect." 

This  leads  us  to  say  a  few  words  as  to 

II.    THE  ARCHAEOLOGICAL  APPRECIATION 
OF  THE  STATUE 

By  the  archaeological  appreciation  of 
the  statue  I  mean  such  a  study  of  the 
material,  technique,  and  motive  as  will 


assist  us  in  determining  its  authorship 
and  date.  I  do  not  propose  a  detailed 
study,  but  merely  offer  a  few  observa- 
tions which  I  trust  may  be  helpful. 

(i)  The  marble  of  which  the  statue  is 
made  is  said  by  Mr.  de  Kay  to  be 
Pentelic  (notwithstanding  the  known 
preference  of  Praxiteles  for  Parian  mar- 
ble). On  the  other  hand,  Professor 
Miiani  finds  the  marble  to  be  from 
Carrara,  its  streaky  character  indicat- 
ing it  to  be  not  from  the  best  quarries. 
The  marble,  when  I  saw  it,  was  of  a 
brownish  tone,  in  places  almost  greasy 
in  character.  This  color  I  have  never 
seen  in  any  Greek  or  Roman  statue, 
though  something  like  it  may  be  found 
in  some  Renaissance  sculptures.  The 
explanation  at  first  given  was  that  dur- 
ing the  Napoleonic  period  the  statue 
lay  hidden  in  a  stable  yard  in  Sicily. 
Later  it  was  said  to  have  been  packed 
in  cedar  shavings  which  became  wet 
during  the  voyage  across  the  ocean  and 
so  soiled  the  statue.  Now  some  one  has 
discovered  Pliny's  well-known  record 
that  Praxiteles  loved  best  of  all  his 
statues  those  which  Nikias  had  jjainted. 
How  sad  for  the  archaeologists  to  learn 
now  that  Signor  Volterra  "washed  off 
the  old  layersof  paint  with  warm  water," 
leaving  to  us  this  brown  Venus.  Did 
the  washing  off  of  ancient  polychromy 
ever  have  this  effect  before?  I  am 
rather  inclined  to  suspect  that  some 
dealer  put  on  some  wash,  and  did  it 
badly,  hoping  to  conceal  the  poor  qual- 
ity of  the  marble. 

(2)  As  to  the  technical  character  of 
the  statue,  it  is  certainly  well  enough 
carved  to  serve  as  a  decoration  for  Mr. 
Rockefeller's  garden  at  Pocantico  Hills, 
but  any  well-trained  archaeologist 
would  consider  it  preposterous  to  com- 
pare it  with  the  Hermes  of  Praxiteles 
and  conclude  with  Mr.  de  Kay  that, 
"Technically,  so  far  as  all  around  per- 
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fection  of  the  modeling  is  concerned, 
the  Aphrodite  is  the  finer  of  the  two." 
He  would,  1  am  sure,  agree  with  Pro- 
fessor Milani,  compare  it  with  the  Hel- 
lenistic Venus  de'  Medici,  and  conclude 
that  the  Rockefeller  Venus  "in  work- 
manship and  execution  is  by  far  the 
inferior  statue."  It  would  not  be  diffi- 
cult to  point  out  its  inferiority  both  in 
modeling  and  expression.  The  face  of 
the  Rockefeller  Venus  is  vacancy  itself, 
the  face  of  the  Medici  Venus  is  that  of  a 
living  soul. 

(3)  As  to  the  motive  intended,  this  is 
no  Aphrodite  keslopkoros  as  Mr.  de 
Kay  suggests.  Let  any  one  exanline 
the  representations  of  this  type  of 
Aphrodite  cited  by  BernouiUi  (Aphro- 
dite, pp.  344-48),  and  he  will  ascertain 
how  the  ancient  sculptors  represented 
the  kestos,  whether  as  a  band  supporting 
the  breasts  or  rolled  scroll-like  in  the 
hand.  What  is  here  represented  is  an 
armlet,  such  as  appears  on  many  of  the 
ninety-nine  examples  of  the  Aphrodite 
pudica  cited  by  BernouiUi  (op.  cit.,  pp. 
220-39)  3"d  of  others  illustrated  by 
Reinach  (cf.  above).  What  is  peculiar 
to  this  statue  is  that  we  see  both  the  chan- 
nel or  depression  on  the  left  arm  (pre- 
sumably made  to  hold  in  place  a  golden 
armlet)  and  in  the  right  hand  the  armlet 
itself  in  marble.  Possibly  the  sculptor 
wished  to  call  our  attention  to  the  scar 
left  by  the  armlet  just  removed.  Or  was 
he  following  the  Medici  Venus  or  some 
other  prototype  which  he  did  not  fully 
understand,  and  hence  committed  a 
sculptural  tautology?  Whether  explana- 
tory or  tautological,  the  motive  appjears 
to  me  not  classic.  Had  it  been  created 
by  Praxiteles  it  must  certainly  have 
recurred  in  some  other  of  the  many 
variants  of  this  type  of  Venus. 

(4)  If  not  to  Praxiteles,  to  whom 
then  shall  we  attribute  this  statue? 
Professor  Milani  says,  "E  certodi  scal- 
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pello  romano,"  i.e.,  "it  is  certainly  by 
a  Roman  sculptor."  I  must  confess 
that  for  me  the  statue,  while  certainly 
not  Greek,  is  by  no  means  certainly 
Roman.  Professor  Milani  gives  a  very 
interesting  table  of  measurements  of 
both  statues  from  which  he  infers— and 
he  is  followed  by  Mr.  de  Kay — that 
when  about  1677  Ercole  Ferrata,  a  fol- 
lower of  Algardi  and  Bernini,  is  said  to 
have,  restored  the  arms  of  the  Venus 
de'  Medici  he  had  before  him  as  a  model 
the  statue  we  now  call  the  Rockefeller 
Venus,  the  reason  being  that  the  mea- 
surements of  the  forearms  from  the 
elbow  to  the  tips  of  the  fingers  are  the 
same  in  both  statues.  But  his  argument 
proves  too  much,  for  in  both  statues, 
as  his  table  shows,  there  are  many  mea- 
surements precisely  the  same.  On  this 
reasoning  the  Medici  Venus  should  be 
considered  for  the  most  part  a  measured 
reproduction  of  the  Rockefeller  Venus, 
which  is  manifestly  absurd. 

The  history  of  the  Medici  Venus  is 
fairly  well  known  (Michaelis,  Arch. 
Zeit.,  1880,  p.  15;  Loewy,  Inschr.  gr. 
Bildh.,  No.  513).  The  inscription  on 
the  base  attributing  it  to  Cleomenes, 
the  son  of  Apollodorus,  is  modern,  al- 
though possibly  replacing  an  ancient 
one.  We  may  pass  over  as  mythical 
the  early  statements  that  it  was  found 
in  the  Pescaria  near  the  Portico  -di 
Ottavia,  and  the  once-official  informa- 
tion that  it  was  found  at  Hadrian's 
Villa  at  Tivoli.  The  earliest  historical 
record  of  the  statue  dates  from  the  six- 
teenth century,  when  it  was  in  the  Delia 
Valle  (later  Rustic!,  and  Bufalo)  Palace 
in  Rome.  In  the  Inventorio  delle  dodici 
Statue  del  Palazzo  della  Valle  it  was 
described  as  "una  Venere  di  naturale, 
con  tutti  suoi  membri,  con  il  delphino." 
This  record  is  important,  since  it  im- 
plies that  at  that  time  the  Medici  Venus 
was  not  an  armless  statue.    In  1584,  it 
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was  purchased  by  Cardinal  Ferdinand 
de'  Medici  and  set  up  in  the  Villa  Medici 
in  Rome.  Here  it  remained  until  1677, 
when  Cosimo  III  de'  Medici  brought  it 
to  Florence.  During  the  journey  it  was 
broken,  and  on  its  arrival  put  in  the 
hands  of  Ercole  Ferrata  for  repairs. 
Whether  the  arms  came  through  the 
journey  safely  enough  to  be  merely  re- 
attached, or  whether  they  were  so  dam- 
aged as  to  necessitate  a  reconstruction, 
is  not  certainly  known.  The  former 
seems  to  me  the  more  natural  hypothe- 
sis. We  need  not  follow  the  subsequent 
peregrinations  of  the  statue  to  Palermo, 
to  Paris,  and  back  to  Florence,  where 
it  has  continued  to  decorate  the  Tribuna 
to  the  present  day. 
The  history  of  the  Rockefeller  Venus, 


on  the  other  hand,  is  of  very  recent 
date.  We  have  seen  that  it  cannot  be 
securely  traced  back  of  1889,  when  it 
was  purchased  from  the  Montalvo  pal- 
ace. For  the  period  back  of  that  time 
we  have  mere  conjecture.  The  statue 
shows  a  very  close  relationship  to  the 
Medici  Venus — many  of  its  measure- 
ments being  precisely  the  same — but  I 
cannot  believe  that  it  ever  stood  as  a 
model  even  for  the  arms  of  the  Medici 
Venus.  It  is  much  more  probable  that 
the  Medici  Venus  posed  as  a  model  for 
the  Rockefeller  Venus  and  that  the 
latter  was  made  in  Florence  by  some 
skilful  Florentine  sculptor  at  some  pe- 
riod after  the  year  1677. 

PrinceloH  Universily 


THE  PONTE  VECCHIO 

(Set  Page  t^S) 

The  night  crept  o'er  the  Arno's  ancient  bank, 
And  I,  in  silence  watched  the  lights  appear 
As  one,  then  more  into  the  river  sank. 
Leaving  behind  them  streaks  of  light  so  clear 
That  organ  pipes  of  gold  they  seemed  to  be 
There  'neath  the  Ponte  Vecchio's  rugged  arch; 
And  as  the  waters  rushed  on  toward  the  sea 
This  fancied  organ  seemed  to  play  a  march, 
But  as  the  wind  of  evening  grew  more  strong 
My  golden  pipes  began  to  lose  their  form 
And  moving  in  and  out  as  in  a  throng, 
They  seemed  to  speak  as  prophets  of  a  storm; 
So  leaving  these  my  shattered  pipes  behind, 
I  stole  on,  hastened  by  the  blowing  wind. 

VIRGINIA  HAMILL 
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CURRENT  NOTES  AND  NEWS 

A  National  Clasiical  Conference 

IT  is  proposed  to  hold  a  Conference  on  Classical  Studies  in  Liberal  Education  on 
June  2nd  at  Princeton  University.  It  is  desired  to  collect  and  publish  short 
testimonies  in  favor  of  Greek  and  Latin  studies  from  representative  men  and 
women  who  are  not  classical  teachers — such  as  leading  statesmen,  philanthropists, 
lawyers,  physicians,  architects,  engineers,  editors,  bankers,  manufacturers — as  well 
as  leading  representatives  of  philosophy,  science,  literature,  history,  and  the  fine 
arts  generally.   Addresses  will  be  made  by  eminent  speakers. 

A  Treat  for  the  Lover  of  Creek  Vases 

THE  student  of  Greek  art  will  find  the  five  vases  recently  purchased  by  the 
Metropolitan  Museum  of  Art  and  added  to  the  fairly  representative  collec- 
tion which  that  institution  has  brought  together  during  the  last  ten  years  worthy 
of  special  attention,  for  they  are  of  peculiar  beauty  and  significance.  There  is  an 
impMDsing  black-figured  hydria  or  water  jar,  belonging  to  the  second  half  of  the 
sixth  century.  On  the  body  is  pictured  the  struggle  between  Heracles  and  Triton, 
a  favorite  theme  in  archaic  Greek  art.  Nereus,  the  "Old  Man  of  the  Sea,"  is  seen 
near  by,  and  on  the  shoulder  Dionysus  in  his  four^horse  chariot  is  shown. 

An  exquisite  vase  of  the  type  which  the  victors  at  the  Panathenaic  games  in 
Athens  used  to  receive  as  prizes  is  in  the  group.  One  side  is  decorated  with  a 
depiction  of  the  Pancratium,  a  combination  of  boxing  and  wrestling,  which  was 
the  contest  at  which  this  particular  prize  was  awarded  some  time  between  520 
and  510  B.C.,  and  on  the  other  side  there  is  a  figure  of  Athena,  the  presiding  deity. 
A  third  example  is  a  red-figured  crater,  which  belongs  to  the  late  sixth  or  early 
fifth  century  B.C.  The  god  Dionysus  is  shown  walking  along,  followed  by  an 
attendant  satyr,  who  carries  his  master's  stool,  wine  cup,  and  ivy  branch.  This 
is  an  exceptionally  fine  example  of  Athenian  vase-painting.  Even  more  remark- 
able workmanship  will  be  found  on  a  marriage  vase,  painted  in  the  style  devel- 
oped during  the  last  half  of  the  fifth  century  B.C.  The  bringing  of  gifts  to  the 
bride  the  day  after  the  wedding  furnishes  the  theme  of  the  decoration  on  this 
example,  which  is  peculiarly  uneven  in  the  quality  of  the  work. 

The  fifth  vase  is  a  very  interesting  specimen — a  large,  probably  South  Italian, 
bell-crater,  late  fifth  or  fourth  century  B.C.  On  the  most  conscientiously  painted 
side  one  sees  a  considerably  worse-for-wear  rendering  of  a  scene  supposed  to 
represent  the  mother  of  Achilles  calling  upon  Hephaestus  and  Aphrodite  to  ask 
for  a  new  set  of  armor  for  her  son.  On  the  other  side  of  the  vase,  two  winged 
genii  are  shown  carrying  away  the  lifeless  body  of  a  youth  while  various  specta- 
tors stand  aghast. —  From  New  York  Globe.  H.  c.  R. 
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The  Pollaiuolo  Madonna  recently  purchased  by  Martin  A.  Ryerson,  of  Chicago, 
for  his  private  collection. 
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The  Potlaiuolo  Madonna  recently  acquired  by  Martin  A.  Ryerson 

MR.  MARTIN  A.  RYERSON,  of  Chicago,  has  recently  purchased  for  his 
private  collection  from  the  Kleinberger  Galleries  of  New  York  for  more 
than  ^50,000  the  Madonna  and  Child,  by  Pollaiuolo  (Florence  1443-96),  of 
which  we  give  an  illustration  on  the  opposite  page.  This  picture  has  belonged  to 
many  well-known  collections,  and  has  often  been  exhibited  and  described.  It 
came  to  New  York  from  the  collection  of  the  late  consul  E.  F.  Weber  in  Hamburg 
and  is  described  in  Professor  Woermann's  Catalogue  Weber,  1912;  but  the  great 
art  critic  Professor  Osvald  Siren  has  recently  published  a  short  monograph  on  it, 
from  which  the  following  description  is  taken  with  some  omissions. 

"The  Virgin  is  shown  In  three-quarter  length  seated  in  an  open  niche  or 
archway  of  gray  stone  framed  by  two  pillars  with  Ionic  capitals  set  on  a  parapet 
which  runs  in  front  of  the  Madonna's  knees.  She  sits  bolt  upright,  slightly 
turned  toward  the  right,  looking  straight  out  of  the  picture,  and  supporting  the 
Child  with  both  hands.  He  is  a  chubby,  almost  naked  boy,  who  sits  on  a  cushion 
on  his  Mother's  Jap  raising  his  right  hand  to  convey  a  blessing,  but  at  the  same 
time  kicking  restlessly  with  his  feet.  On  each  side  an  angel  is  looking  in  through 
the  side  openings  of  the  niche,  and  through  the  opening  in  the  back  are  seen 
some  large  trees.   A  vase  with  flowers  stands  to  the  left  of  the  Madonna." 

"The  contrast  between  the  solemn  Virgin  and  the  very  naturalistic  Child  is 
most  effective.  His  well-rounded  and  chubby  form  offers  the  best  proof  of  the 
painter's  mastery  in  naturalistic  representation,  but  at  the  same  time  we  can 
observe  even  in  this  delightful  little  bit  of  nature-study  that  the  artist's  main 
aim  was  not  simply  objective  fidelity,  but  movement  and  expressiveness  in  every 
line — a  subjective  design  which  conveys  much  more  than  mere  outer  reality." 

"The  picture  is  in  every  respect  thoroughly  characteristic  of  the  Florentine 
School  at  the  end  of  the  fifteenth  century.  It  seems  evident  that  it  is  the  work 
of  a  man  who  was  active  in  sculpture  as  well  as  in  painting  and  whose  perfect 
mastery  of  the  human  form  was  based  on  scientific  study.  We  must  seek  him 
among  those  painter-plasticians  of  the  late  quattrocento  who  won  their  renown 
not  only  as  the  first  great  naturalists  in  modern  art  but  also  as  poetic  interpreters 
and  masters  of  rhythmic  line," 

"Foremost  among  these,  in  the  sixties  and  seventies,  stood  the  Pollaiuolo 
brothers,  Antonio  and  PJero,  and  It  is  to  the  younger  of  these  two  that  we  may 
safely  ascribe  this  picture.  The  present  Madonna  shows  the  closest  affinities 
with  Piero's  early  works.  Her  type  is  practically  the  same  as  the  angels  in  the 
Berlin  Annunciation  or  in  the  Turin  Picture  though  turned  more  to  the  front. 
The  face  has  the  same  round  form  with  broad  forehead,  eyes  far  apart,  very  high 
eyebrows,  and  small  mouth.   The  very  prominent,  beautifully  drawn  hands  also 
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corresfHjnd  closely,  and  the  folds  in  the  Madonna's  mantle  are  treated  exactly  in 
the  same  way  as  those  of  the  Virgin  in  the  Annunciation." 

"Most  characteristic  of  the  master  is  the  straddled  fwsition  of  the  Madonna's 
legs,  which  occurs  in  practically  alt  of  his  pictures  where  he  represents  seated 
figures,  most  evidently  in  the  'Virtues'  drawn  in  fuil  front,  like  the  present 
Madonna.  The  upright  bearing  of  the  body  is  also  very  striking  in  these  alle- 
gorical ladies,  just  as  in  the  Madonna  picture.  They  are  like  statues  placed  in 
admirably  designed  Renaissance  thrones,  even  still  more  than  the  Virgin  here 
described." 

"The  individual  tone  and  quality  of  the  picture,  however,  seems  to  us  more 
important  than  all  the  mannerisms  of  detail  which  connect  it  with  Piero  Pollaiu- 
olo's  authentic  works.  It  is,  as  a  whole,  clearly  Pollaiuolesque — a  fact  which  was 
also  previously  recognized  when  the  picture  was  attributed  to  Antonio  Pollaiuolo." 

"Most  likely  the  present  Madonna  was  painted  shortly  before  1470.  It  is 
more  eclectic  in  style  than  Piero 's  later  works;  it  contains  so  much  of  the  general 
spirit  of  that  glorious  epoch  in  Florentine  art  when  the  striving  for  naturalistic 
truthfulness  had  not  yet  overpowered  the  significant  design,  and  the  creations 
still  preserved  something  of  the  freshness  and  fragrance  of  budding  spring- 
flowers."  "  D.  M.  R. 

A  New  Statue  of  Edgar  Allan  Poe  by  Sir  Mioses  E&kiel 

A  WORK  of  art  which  should  be  of  special  interest  to  Americans  has  recently 
been  completed  in  Rome,  where,  in  the  studio  of  the  artist,  it  awaits  the 
time  when  it  may  with  safety  cross  the  wide  waters  to  its  destination. 

It  is  a  memorial  to  one  of  our  best-known  poets,  whose  slender  volume  of 
poems  has  met  with  eager  translation  into  many  languages.  The  statue  and 
pedestal  are  of  the  finest  bronze;  the  figure,  a  little  larger  than  life,  since  it  is  to 
be  placed  in  the  open,  has  been  carefully  studied  from  the  best-known  portraits; 
the  poet,  seated  in  the  Chair  of  Fame,  leans  forward,  eager  to  catch  his  moment 
of  inspiration. 

It  is  the  work  of  Sir  Moses  Ezekiel,  our  distinguished  American  sculptor, 
born  in  Richmond,  Virginia,  in  1844.  For  the  rare  quality  of  his  work,  he  was 
knighted  by  the  Queen  of  Italy,  and  the  Emperor  of  Germany  conferred  on  him 
the  Crosses  of  Merit  and  Art.  His  intense  appreciation  of  Poe  peculiarly  fitted 
him  to  render  his  creation  with  that  sympathetic  touch  which  may  infuse  the 
portrait  in  bronze  or  marble  with  a  hint  of  the  glow  and  charm  of  life. 

This  work  of  art,  upon  its  arrival,  will  be  presented  to  the  City  of  Baltimore 
by  the  Edgar  Allan  Poe  Memorial  Association. 

This  notice  was  about  to  be  sent  to  press  when  the  sad  news  was  cabled  of 
the  sudden  death  of  Sir  Moses  Ezekiel.    It  seems  but  fitting  that  it  should  be 
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accompanied  by  a  few  words  descriptive  of  the  rare  personality  of  this  gifted, 
noble-hearted  gentleman,  whose  influence  for  all  that  makes  life  beautiful  was 
widely  acknowledged  by  those  who  came  into  the  circle  of  his  home  and  friend- 
ship; and  these  were  not  a  few.  They  came  from  foreign  lands — artists,  literati, 
men  and  women  of  distinction;  others,  less  well  known,  but  not  less  valued  for 
some  gift  of  character  or  heart  that  had  attracted  him.  To  all  he  was  the  genial 
host,  radiating  sunshine  and  hospitality,  whether  it  was  dispensed  from  the  great 
slab  of  giallo  antico  which  served  him  as  a  table  in  the  vast  arch  of  Diocletian 
which  was  his  home,  or  in  the  vine-wreathed,  low-arched  passage  which  gave  it 
access,  with  flocks  of  white  doves  flying  about  and  joining  sociably  in  the  com- 
pany, the  talk  flowing  freely  to  the  low  murmur  of  water  dropping  into  the 
ancient  stone  basin  that  was  a  relic  of  an  earlier  age. 

From  the  Royal  Family  of  the  land  where  he  wrought,  to  the  poor  and  needy 
who  especially  won  his  favor,  he  was  accepted  by  all  in  eager  friendship.  For  his 
wisdom  in  all  possible  ways  of  helpfulness  could  not  be  excelled;  and  often  has 
the  introduction  to  that  charmed  circle  in  the  Baths  of  Diocletian  solved  for  some 
struggling  artist,  some  musician  standing  hesitant  on  the  threshold  of  a  career 
that  promised  less  than  it  brought,  the  perplexing  problem  of  his  life-work. 

Among  his  best-known  works  in  this  country  are  "Religious  Liberty,"  in 
Fairmount  Park,  Philadelphia,  and  "Virginia  Mourning  Her  Dead,"  at  Lexing- 
ton, Virginia,  a  memorial  to  the  New  Market  Cadets.  The  latter  monument  has 
drawn  universal  praise.  Among  other  works  in  the  United  States  which  have  added 
to  his  fame  are  a  statue  of  Thomas  Jefferson  at  the  University  of  Virginia, 
one  of  Stonewall  Jackson  on  the  State  House  grounds  at  Charleston,  West 
Virginia,  the  Confederate  Monument  in  Arlington,  and  the  Robert  E.  Lee 
Monument  at  Richmond. 

Sir  Moses  was  a  cadet  at  the  Virginia  Military  Institute  when  the  Civil  War 
broke  out,  took  part  in  the  battle  of  New  Market  with  the  Cadet  Corps  and 
later  enlisted  in  the  Confederate  Army.  He  was  captured  and  spent  some  time 
as  a  prisoner  at  Castle  Thunder.  At  the  conclusion  of  the  war  he  returned  to  the 
military  institute  and  was  graduated.  He  was  very  proud  of  his  close  association 
with  Gen.  Robert  E.  Lee  and  General  Jackson.  In  his  will  he  asked  to  be  buried 
among  his  old  Confederate  comrades  in  the  National  Cemetery  at  Arlington, 
Virginia,  and  his  request  has  been  granted. 

Like  nearly  all  Virginians,  he  was  intensely  loyal  to  his  mother  state,  and 
although  he  spent  the  greater  part  of  his  time  abroad,  he  always  remained  a 
loyal  American  and  felt  pride  in  the  progress  of  his  native  land. 

This  artist  in  life  and  art  will  indeed  be  mourned. 

MRS.  LAWRENCE  TURNBULL, 

Baitimwt  Chairman  of  ike  Poe  Memorial  Association. 
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The  Theft  of  a  greek  Head 

THE  daily  papers  have  spoken  of  the 
appearance  in  America  of  the  inter- 
esting Greek  head  found  by  the  French 
at  Tegea  and  connected  by  Prof.  Ernest 
Gardner  in  his  "Handbook  of  Greek 
Sculpture"  (edition  1915,  p.  415)  with 
the  torso  of  an  Atalanta,  probably  from 
one  of  the  pediments  of  the  Tegean 
temple.  Professor  Gardner  vary  care- 
fully examined  the  torso  and  head  and 
concluded  that  because  they  were  of  the 
same  Parian  marble  and  on  the  same 
scale  they  belonged  together.  The  head 
is  attributed  to  the  great  fourth-century 
Greek  sculptor,  Scopas,  and  is  an  impor- 
tant work  of  art.  Its  theft  from  the 
museum  at  Tegea,  announced  also  by 
Prof.  J.  R.  Wheeler  in  The  Nation  for 
March  22,  is  especially  to  be  regretted, 
and  it  is  hoped  that  the  head  may  be 
located  and  preserved  to  the  archaeo- 
logical world.  The  Greek  Head  from  Tegea,  which  has  been  recently 
D  ^  jj  stolen.  Bulletin  de  Correspondance  HeUhiique, 
XXV,  1901,  pi.  V. 

The  Town  of  the  'Beautiful  River 

MR.  E.  T.  HURLEY,  of  the  Queen  City  of  the  West  (once  so  unphilolcgically 
known  as  Losantiville,  and  now  Cincinnati),  is  better  known  in  Rookwood 
than  anywhere  else  perhaps,  but  he  finds  time  to  be  a  delightful  and  daring  etcher. 
A  little  book  of  sixty-five  pages  with  thirty  etchings  by  himself  and  as  many  pages 
of  poetic  text  by  E.  R.  Kellogg  is  running  through  edition  after  edition.  Both 
pictures  and  text  are  a  loving  tribute  to  Cincinnati,  and  its  nearby  region. 
Beautiful  little  etchings  they  all  are,  but  esF>ecially  worthy  of  mention  are  The 
Stone  Bridge  (5th  and  Canal,  Dayton,  Ohio),  The  Great  Highway  from  Mt. 
Adams  (the  Ohio  River  with  barges  and  boats).  The  Span  (L.  &  N.  Bridge,  from 
Newport,  Ky.),  and  Eighth  Street  Spires  (West  from  Race  Street). 

On  April  5-7  the  College  Art  Association  of  America  met  in  Cincinnati  at 
the  Hotel  Sinton  and  at  the  University  of  Cincinnati.  Many  interesting  reports 
of  committees  and  important  papers  were  read.  These  will  be  published  in  full. 
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Tapestry  depicting  a  passage  rrom  Don  Quixote.   "Sancho  is  tossed  in  a  blanket,"  woven  by  the  sons  of  Doa 
Jacob  Vandergoten  after  cartoons  by  Procaccini.   Now  exhibited  in  New  York. 

Hispanic  Museum  in  New  York  Displays  Rare  Tapestries  Loaned  by  the  King  of  Spain 

THERE  is  an  exhibition  of  tapestries  from  the  royal  palace  of  the  Prado, 
loaned  by  the  King  of  Spmin,  at  the  Hispanic  Museum,  156th  Street,  west  of 
Broadway.  It  is  one  of  the  most  remarkable  exhibitions  ever  seen  in  this  country, 
both  from  the  quality  and  beauty  of  the  tapestries,  as  well  as  from  the  generosity 
of  King  Alfonso  in  permitting  them  to  come  here  for  exhibition.  Arrangements 
for  the  loan  of  the  tapestries  was  made  by  Archer  M.  Huntington,  of  the  Hispanic 
Society  of  America,  and  they  came  in  charge  of  the  Marquis  of  Valverde. 

Three  rooms  of  the  Hispanic  Museum  are  given  up  entirely  to  the  tapestries. 
They  line  the  walls,  there  is  a  central  top  light  in  each  room  which  permits  them 
to  be  seen  to  best  advantage,  and  outdoor  scenes  are  made  more  pleasing  by 
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boxes  of  plants  which  make  a  border  of  green  around  each  floor.  The  centers  of 
the  floors  are  covered  with  beautiful  carpets,  tapestry  woven,  which  are  a  part 
of  the  loan. 

The  tapestries  will  appeal  to  the  popular  taste,  for  they  are  scenes  from  the 
daily  life  of  the  times  which  they  represent.  The  center  room,  entered  directly 
from  the  hall  at  the  museum,  contains  the  tapestries  after  the  Flemish  style,  soft 
and  beautiful  in  tone,  with  the  characteristic  coarse  type  of  Flemish  peasant,  one 
of  the  scenes  after  Teniers's  'The  Drinkers"  in  the  museum  at  Antwerp.  On  the 
wall  of  this  room,  directly  opposite  the  entrance,  on  either  side  of  one  of  the  large 
tapestries,  are  placed  two  notable  portraits  of  King  Alfonso  and  Queen  Victoria  of 
Spain.painted  by  Sorolla,  which  have  for  some  time  been  possessions  of  the  society, 
the  portrait  of  the  King  bearing  his  signature  and  a  note  of  presentation. 

In  the  second  room  to  the  left  are  the  tapestries  from  the  cartoons  by  Goya, 
with  the  brilliant  blue  sky,  the  joyous  atmosphere  of  Spain,  the  wonderful 
brilliancy  of  colors  in  the  costumes,  the  many  reds  and  yellows,  and  the  people  of 
his  time  (174&-1828).  There  are  "The  Dance,"  "A  Picnic,"  fine  ladies,  and  a 
coach,  as  well  as  the  merchant  and  his  wares  in  'The  Earthenware  Stall  "  (see 
cover  of  this  number  of  Art  and  Archaeology),  "Blind  Man's  Bluff,"  "The 
Pitcher  Maids,"  and  the  "Tossing  the  Nincompoop  in  a  Blanket,"  etc.  "The 
Hawseller"  is  notably  characteristic  in  its  vivacity  and  character  drawing.  In 
this  Goya  room  is  a  fine  bronze  bust  of  the  artist,  a  rugged  old  man,  by  Mariano 
Benliure,  honored  by  a  large  wreath  of  green  which  is  thrown  over  the  shoulders. 

Scenes  from  the  life  of  Don  Quixote  (see  page  310)  form  the  series  of  tapestries 
in  the  third  room,  at  the  right  of  the  central  one.  They  are  delightful  in  tone 
and  design,  with  beautiful  floral  and  figure  borders,  the  only  ones  of  the  tapestries 
having  these.  They  were  made  from  cartoons  by  Procaccini,  by  the  sons  of  Jacob 
Vandergoten.  The  greater  number  of  these  tapestries  had  never  been  removed 
from  the  walls  of  the  royal  palace  of  the  Prado  since  their  completion  in  the 
eighteenth  century,  until  they  were  taken  down  to  be  shipped  to  this  country. 
All  were  made  at  the  Royal  Manufactory  of  Madrid. —  New  York  Times, 

An  interesting  little  catalogue  has  been  published  by  G.  P.  Putnam's  Sons 
entitled  Tapestries  and  Carpets  from  the  Palace  of  Ike  Prado,  loaned  by  His  Majesty 
the  King  of  Spain  for  exhibition  by  the  Hispanic  Society  of  America  (1917).  There 
are  twenty-six  illustrations  with  short  descriptions  explaining  the  scenes  and 
giving  other  necessary  information.  The  United  States  is  fortunate  to  have  secured 
this  exhibition,  since  the  larger  number  of  these  tapestries  had  not  been  removed 
from|  the  walls  of  the  royal  palace  of  the  Prado  since  their  completion  from  the 
original  cartoons  in  the  eighteenth  century. 

(/n  the  next  number  of  Art  and  Arcsaeology  will  be  published  an  article 
on  these  tapestries  by  the  Marquis  de  Valverde  with  several  more  illustrations.) 
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Early  Sixteenth-Century  Ispahan  Rugs 

OF  the  carpets  that  are  sometimes  attributed  to  the  looms  of  Herat,  but  are 
generally  known  as  Ispahans,  only  now  and  then  is  seen  an  example  with  as 
many  excellent  qualities  as  shown  in  the  collection  lent  by  members  of  the  St. 
Louis  Society  of  the  Archaeological  Institute  of  America,  which  was  placed  on 
view  in  the  City  Art  Museum  during  the  meeting  of  the  Institute  in  St.  Louis 
last  Christmas.  In  the  central  field  are  the  arbesques,  cloud-bands,  and  pal- 
mettes  that  are  almost  inseparable  from  these  pieces  and  represent  the  influ- 
ences of  three  distinct  races.  The  arabesques,  with  the  functions  of  stems,  have 
to  a  marked  degree  the  delicate  grace  characteristic  of  the  workmanship  of  the 
Saracens.  The  numerous  cloud-bands,  suggestive  of  the  mystery  of  the  Far  East, 
enrich  a  pattern  that  without  them  might  be  a  trifle  formal,  as  they  wind  pliant 
as  serpents  among  the  tendrils  and  flowers.  The  palmettes,  some  of  which,  no 
doubt,  were  derived  from  the  lotus  of  India;  the  smaller  floral  designs,  and  the 
leafage,  not  only  display  a  f>erfect  balance,  but  are  of  the  proportions  that  found 
the  greatest  favor  in  the  days  when  Shah  Tamasp  was  holding  court  in  Tabriz, 
and  Abbas  the  Great  in  Ispahan.  With  keen  artistic  feeling  the  border,  in  which 
a  broad  scroll-like  vine  with  large  pendant  medallions  is  the  principal  motif,  is 
represented  in  bolder  lines  as  if  to  accentuate  the  marvelous  refinement  of  the 
central  field. 

It  is  not,  however,  in  the  accuracy  of  drawing  nor  in  the  technique  of  weave 
that  this  carpet  principally  appeals  to  the  aesthetic  sense,  but  in  its  rich,  warm 
colors,  that  are  almost  matchless.  On  a  ground  of  deep  claret  red,  with  the 
appearance  and  touch  of  velvet,  are  portrayed  the  palmettes  in  ivory  and  blue, 
rose  and  green.  The  cloud-bands  and  the  slender  tendrils,  which  wind  among 
them,  are  in  ivory  and  yellow,  as  well  as  in  greens  and  blues  of  different  shades. 
In  the  central  stripe  of  the  border,  separated  from  the  field  by  a  narrow  stripe 
of  cream-white,  is  a  ground  of  green  with  the  soft  tint  of  moss — the  sacred  green 
of  the  Mohammedan  pilgrims.  The  scroll-like  vine  resting  on  it  is  enriched  with 
daintily  colored  flowers,  while  the  pendant  medallions  are  resplendent  with  tints 
of  pink,  of  yellow,  and  of  ivory,  contrasting  with  burnt  sienna,  deep  red,  and  old 
gold.  Moreover,  some  dyes  seem  to  have  made  the  yarn  less  susceptible  to  the 
influences  of  the  atmosphere  than  others,  so  that  alternating  medallions  stand 
out  as  if  embossed. 

Here  and  there,  in  flower  and  vine,  are  bits  of  color  like  jewels,  and  so  minute 
as  to  have  required  a  wonderful  patience  in  the  weaver.  A  guarded  monument, 
it  has  suffered  almost  inappreciably  from  the  wear  of  time. —  Bulletin  of  the  City 
Art  Museum  of  St.  Louis. 
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Hebrew  and  Babylonian  Traditions.  By  Mor- 
ris Jastrow,  Jr.  New  York:  Charles  Scribner's 
Sons,  1914. 

During  the  last  fifty  years  a  vast 
amount  of  cuneiform  literature  has  been 
discovered  in  the  mounds  of  Babylonia 
and  Assyria,  which  resembles  material 
in  the  Old  Testament.  The  problem  of 
the  origin  and  the  relation  of  these  par- 
allel traditions  Professor  Jastrow  sets 
before  us  in  this  volume.  The  theory 
that  the  accounts  of  the  creation,  fall, 
flood,  tower  of  Babel,  etc.,  have  been 
borrowed  by  the  Assyrians  from  the 
Hebrews  is  impossible  because  Sume- 
rian  prototypes  of  these  narratives  have 
been  found  that  go  back  as  far  as 
2000  B.C.  The  theory  of  a  common 
primitive  Semitic  original  for  both  the 
Hebrew  and  the  Babylonian  narratives 
is  precluded  by  the  pronounced  Bab- 
ylonian character  of  the  material.  For 
instance,  the  idea  of  a  creation  out  of  a 
primitive  watery  chaos  would  naturally 
arise  among  the  Babylonians  whose 
land  was  inundated  every  spring  by  the 
Euphrates  and  Tigris.  Jastrow  adopts 
the  theory  that  these  traditions  were 
learned  by  the  first  forefathers  of  Israel 
at  the  time  of  their  sojourn  in  Ur  of  the 
Chaldees.  It  is,  however,  very  doubtful 
whether  Abram  is  a  figure  of  genuine 
Hebrew  tradition,  and  is  not  rather  of 
Amorite  origin.  Even  granted  that  the 
ancestors  of  Israel  wandered  on  the 
border  of  Babylonia,  they  were  nomads 
and  it  is  not  likely  that  they  gained  a 
knowledge  of  Babylonian  literature. 
The  Bedawin  have  never  adopted  the 
civilization  of  the  lands  on  whose  out- 
skirts they  have  sojourned.  Not  only 
the  primaeval  traditions  but  also  the 
laws  of  Hammurabi  (2100  B.C.)  have 
their  parallels  in  the  Pentateuch  (Ex. 
21-23).    These  laws  are  adapted  to  a 
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settled  agricultural  life,  and  it  is  incon- 
ceivable that  they  should  have  been 
acquired  by  the  family  of  Abram  while 
it  was  still  in  the  nomadic  stage  of  social 
development. 

A  more  probable  theory  is  that  the 
Hebrews  learned  these  traditions  from 
the  Canaanites  who  had  previously 
learned  them  from  the  Babylonians.  It 
is  now  known  that  for  a  thousand  years 
before  Moses  Canaan  stood  in  the  clos- 
est commercial  and  political  relations 
with  Babylonia.  Canaan  was  thorougly 
Babylonianized  in  its  civilization,  and 
when  the  Hebrews  settled  in  the  coun- 
try they  adopted  the  Babylonian  tradi- 
tions along  with  all  the  other  elements 
of  Canaanite  civilization. 

Jastrow  rightly  observes  that  the 
similarities  of  the  Hebrew  traditions  to 
the  Babylonian  are  not  half  so  signifi- 
cant as  are  the  differences.  These  an- 
cient Babylonian  traditions  have  been 
so  transfigured  by  the  spirit  of  the 
Hebrew  religion  that  they  have  become 
worthy  vehicles  of  divine  revelation. 
The  gross  polytheism  of  the  Babylonian 
creation -story  has  been  purged  out,  and 
the  result  is  a  sublime  confe^ion  of 
faith  in  one  God,  the  creator  of  heaven 
and  earth,  that  may  still  be  used  by  the 
modern  believer.  The  legend  of  the 
garden  of  Eden  has  been  stripped  of  its 
heathenism  and  made  a  wonderful  ex- 
pression of  the  origin  and  effect  of  sin 
in  the  experience  of  the  individual. 
When  we  note  these  differences  we 
perceive  how  the  spirit  of  the  Hebrew 
religion  entered  into  the  old  Babylonian 
traditions  like  a  fire  burning  out  the 
dross.  Though  the  Hebrews  derived 
these  traditions  from  Babylonia,  they 
transformed  them  so  completely  that 
the  divine  character  of  the  Old  Testa- 
ment religion  becomes  all  the  more  ap- 
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parent.  This  proposition  the  author 
illustrates  at  length  in  four  specimen 
topics:  the  accounts  of  creation,  the 
Sabbath,  the  views  of  life  after  death, 
and  the  deluge. 

The  author  is  an  accomplished  Sume- 
rian,  Babylonian,  and  Hebrew  scholar, 
and  his  "History  of  the  Religion  of 
Babylonia  and  Assyria"  is  the  standard 
work  on  the  subject.  His  translations 
of  texts  may  be  trusted  as  embodying 
the  latest  results  of  scholarship. 

LEWIS  BAYLES  PATON 
Hartford  Theological  Seminary 

Jacopo  Canicci  da  Pontonno,  His  Life  and 
His  Work.  By  Frederick  Mortimer  Clapp.  New 
Haven:  Yale  University  Press,  1916,  Pp. 
xxviil  and  355.   $7.50. 

Mr.  Clapp's  book  on  Pontormo  is 
one  of  the  most  interesting  and  one  of 
the  finest  art  publications  brought  out 
in  this  country.  The  arrangement 
makes  the  work  an  almost  perfect  model 
for  future  monographs  on  a  single 
painter.  After  a  brief  and  illuminating 
preface,  the  reader  is  presented  with  a 
masterly  history  of  the  artist  and  his 
most  important  works,  ending  with  a 
sympathetic  discussion  of  the  painter's 
character.  Next,  in  the  center  of  the 
volume,  follows  an  unusually  generous 
number  of  illustrations  both  of  paint- 
ings and  drawings.  After  the  drawings 
Mr.  Clapp  has  inserted  an  impressive 
catalogue  raisonn^,  first  of  authentic 
works,  then  of  attributed  works,  and 
finally  of  works  attributed  in  catalogues 
of  sales  and  loan  exhibitions.  Following 
the  catalogue  come  the  appendices,  with 
notes  on  the  master's  apprenticeship,  a 
full  transcription  of  documents,  quoted 
in  the  original,  and  a  transcription  of 
the  artist's  diary,  first  in  the  original 
and  then  translated  and  analyzed.  The 
volume  ends  with  an  unusually  com- 


plete index.  The  work  is  thus  as  ex- 
haustive as  it  is  scholarly. 

In  his  subject  Mr.  Clapp  represents 
authority.  His  book  appears  as  the 
result  of  mature  study,  following  an 
important  earlier  publication  by  the 
author  on  the  drawings  of  Pontormo. 
To  authority  the  author  adds  a  clear 
English  style  and  easy  readability.  As 
a  result  there  is  little  or  nothing  to 
criticize  in  the  detail  of  the  book.  State- 
ments are  carefully  made  and  supported 
by  documents.  Authorities  are  always 
quoted,  but  footnotes  and  appendices 
are  freely  used,  so  that  the  text  is  un- 
encumbered. The  mechanics  of  the 
book,  printing  and  illustrations,  are 
excellent. 

That  Mr.  Clapp's  first  publication 
on  Pontormo  should  have  been  in  con- 
nection with  the  artist's  drawings  is 
significant.  The  cinquecento  painters, 
other  than  the  greatest  masters,  attract 
more  easily  in  their  drawings  than  in 
their  paintings.  The  critic  whose  inter- 
est is  primarily  in  painting  is  apt  to 
regard  the  work  of  a  painter  like  Pon- 
tormo as  slovenly,  lacking  in  stamina, 
and  even  flabby.  Such  a  critic  is  usually 
astonished  to  discover  the  sparkle, 
sweep,  and  sureness  of  Pontormo's  draw- 
ings. Similarly  all  the  painters  of  the 
artist's  group  and  class  are,  to  the  av- 
erage eye,  more  stimulating  draughts- 
men than  painters.  Mr.  Clapp's  book 
has  the  fault  of  not  stating  this  fact 
clearly. 

The  writer  of  a  book  on  Pontormo 
must,  to  a  certain  extent,  be  on  the 
defensive.  In  the  world's  judgment,  as 
Mr.  Clapp  complains,  Pontormo  is 
something  of  a  debased  painter.  His 
faults  of  proportion,  his  grotesque 
warping  of  the  human  anatomy,  his 
impossible  human  types,  in  short  his 
whole  indifference  to  expressed  reality, 
opened  him  in  his  own  day  as  in  ours 
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to  the  attacks  of  the  literal  minded. 
Mr.  Clapp  assumes  the  greatness  of 
Pontormo,  and  then  attempts  to  ex- 
plain it.  He  meets  the  issue,  but  not 
quite  squarely,  and  leaves  the  reader 
not  quite  convinced. 

As  the  volume  develops,  the  author 
reiterates  one  important  point,  the  sin- 
cerity, fine  dissatisfaction,  and  analyti- 
cal character  of  the  artist.  "Andava 
sempre  investigando,"  as  Vasari  says. 
Granted  such  qualities,  add  the  techni- 
cal skill  of  the  draughtsman,  and  one 
cannot  dismiss  the  anatomical  "faults" 
of  Pontormo  as  evidence  of  carelessness 
or  lack  of  skill.  Mr.  Clapp  accepts 
them  as  the  conventions  of  an  artist 
whose  ideals  were  of  decoration  in  the 
broadest  sense.  In  several  cases  he  does 
not  prove,  however,  but  merely  asserts 
that  the  painter's  indifference  to  reality 
produced  the  desired  decorative  effect, 
the  fundamental  significance,  which  is 
the  sole  excuse  for  indifference  to 
reality. 

The  point  which  the  author  men- 
tions, but  upon  which  he  might  most 
profitably  have  enlarged,  is  the  analogy 
between  the  point  of  view  of  Pontormo 
and  that  of  many  modern  painters. 
Like  El  Greco  and  certain  other  cin- 
quecento  artists,  Pontormo  revolted 
against  the  criterion  of  mere  reality  as 
the  aim  of  painting.  Similarly  the  mod- 
ernists consciously  sacrifice  reality  in 
an  attempt  to  gain  a  deeper  significance 
or  a  finer  decorative  effect.  The  mea- 
sure of  such  painting  is  the  success  of 
the  artist  in  gaining  the  effect  for  which 
he  sacrifices  so  much.  If  Pontormo 
attained  his  ideal,  he  was  one  of  the 
most  important  and  precocious  of 
Italy's  artists;  if  not,  he  must  be  rele- 
gated to  the  position  of  a  fine  draughts- 
man, an  able  portraitist,  but  a  weak 
painter.  Mr.  Clapp's  admirable  book 
has  left  no  room  for  another  history  of 
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Pontormo,  but  the  last  word  as  to  the 
value  of  the  artist's  work  is  yet  to  be 
said. 

Mr.  Clapp's  volume  is  preceded  by  a 
foreword  by  Professor  Mather,  of  Prince- 
ton, asserting  the  author's  authority 
and  lauding  his  style.  Every  statement 
is  true,  but  the  whole  might  more  grace- 
fully have  been  published  in  a  review 
than  incorporated  with  the  volume. 
G.  H.  E. 

Famous  Scu^ture.  By  Charles  L.  Barstow. 

New  York:  The  Century  Co.,  1916.  Pp.  249, 
no  illustrations.  $1.00. 

This  is  the  third  and  last  volume  of 
the  excellent  series  of  little  books  about 
famous  objects  of  art,  the  other  vol- 
umes dealing  with  Famous  Pictures 
and  Famous  Buildings.  The  book  is 
meant  for  young  readers  and  laymen 
and  gives  descriptions  of  famous  works 
of  sculpture  and  anecdotes  about  the 
sculptors,  mingled  with  much  technical 
information  and  history.  It  is  written 
in  an  interesting  style  and  is  intelli- 
gently and  attractively  planned.  After 
two  pages  of  quotations  from  Keats, 
Tennyson,  Emerson,  Goethe,  etc.,  comes 
an  introduction  about  the  kinds  of  sculp- 
ture, the  nude  in  sculpture,  how  a  statue 
is  made,  the  story  of  sculpture,  etc. 
Sculpture  has  even  a  practical  value 
for  mind  and  body.  Patients  suffering 
from  nervous  strain  have  been  sent  to 
the  British  Museum  to  pass  an  hour 
now  and  then  among  the  antique  statues 
and  always  came  away  refreshed  and 
calm.  There  are  chapters  on  Egyptian 
Sculpture,  Early  Greek  Sculpture,  The 
Classic  Myths,  The  Golden  Age  of 
Greek  Sculpture,  Roman  Sculpture, 
Early  Christian,  Byzantine,  Mediaeval, 
and  Gothic  Sculpture,  The  Renaissance, 
The  Full  Renaissance  and  the  Decline, 
Modern  Sculpture,  Sculpture  in  Amer- 
ica, A  Journey  Through  Sculpture 
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Land,  Pronouncing  Vocabulary,  Glos- 
sary, Names  Likely  to  be  Mispro- 
nounced, Index.  The  illustrations  are 
well  chosen  and  representative,  and  the 
journey  through  the  sculpture  land  ol 
Naples,  Rome,  Florence,  Paris,  and  Lon- 
don is  novel  and  interesting. 

As  usual  in  such  a  book,  there  are  a 
few  slips.  Page  24,  it  should  be  stated 
that  the  discobolus  should  have  his 
head  turned  back  toward  his  right  hand 
and  not  forward  (cf.  Art  and  Ar- 
chaeology, III,  1916.  p.  264).  It  is 
misleading  on  page  25  to  date  it  550- 
440  B.C.,  and  on  page  28,  to  say  that  a 
poet  of  the  times  describes  it,  when  the 
description  is  from  Lucian,  a  prose- 
writer  who  lived  about  six  centuries 
later.  Page  33,  the  illustration  of  the 
head  of  Hera  from  the  Argive  Heraeum 
seems  to  be  called  the  Hera  Ludovisi. 
Page  62,  it  is  said  that  the  Parthenon 
was  planned,  built,  and  decorated  by 
Phidias  and  his  assistants,  without  any 
mention  of  the  architects  Ictinus  and 
Callicrates.  Page  64,  we  should  be  told 
that  the  statuette  is  a  small  copy  of  the 
Athena  Parthenos,  otherwise  the  reader 
will  infer  from  the  caption  that  this  is 
an  original  by  Phidias.  Page  77,  is  the 
surprising  statement  that  Hawthorne's 
Marble  Faun  is  probably  a  copy  of  a 
bronze  by  Praxiteles;  and  page  89.  we 
are  not  told  that  the  Apollo  Belvedere 
is  a  copy  of  an  original  bronze.  Pages 
96-103  give  tod  meagre  an  account  of 
Roman  Sculpture  and  are  devoted  al- 
most entirely  to  Augustus  and  Antinoiis 
with  no  mention  of  the  great  historical 
sculptures  on  the  Altar  of  Peaice,  the 
Arch  of  Titus,  and  Trajan's  column. 
Page  195,  the  parallel  between  the  Co- 
lossus ol  Rhodes  and  our  own  colossal 
statue  of  Liberty  would  be  still  more 
striking  if  it  were  said  to  be  a  mediaeval 
tradition,  and  not  a  fact,  that  the  form 
was  so  large  that  ships  could  pass  be- 


tween its  legs.  The  Centennial  Exposi- 
tion is  said  two  or  three  times  to  have 
been  held  in  1776  instead  of  1876. 
Among  the  modern  sculptors  it  is 
strange  to  find  no  account  or  illustra- 
tion of  Rodin's  work.  Page  233,  the 
Calydonian  boar  which  Meleager  slew 
becomes  a  lion.  Some  of  the  misprints 
also  are  bad,  such  as  Boetia  for  Bceotia 
(p.  219),  Sarraktones  for  Sauroktonos, 
and  Bo^hus  for  Boethus  (p.  220), 
Apoxymenus  for  Apoxyomenus,  and 
Polyclytes  for  Polyclitus  (p.  221), 
Erectherum  for  Erechtheum  (p.  226), 
etc.  It  is  a  matter  for  regret  that  such 
a  useful  and  interesting  book  for  begin- 
ners and  laymen  should  have  so  many 
minor  mistakes.  D.  M.  R. 

Greek  Photoplays.  ByEffieSeachrest.  Illus- 
trated with  four  plates  in  color  by  Edwin 
Howland  Blashfield  and  two  hundred  and 
twenty  half-tones  from  photographs  taken  by 
the  author.  Chicago  and  New  York:  Rand 
McNally  &  Company,  igi6.    Pp.  152. 

This  is  an  attractive  little  book  for 
children,  a  stimulus  to  natural  expres- 
sion on  the  part  of  the  boy  or  girl  whose 
world  is  a  make-believe  world.  Miss 
Seachrest,  realizing  the  educational 
value  of  this  instinct,  has  written  the 
Greek  Photoplays  to  aid  in  its  expres- 
sion. With  a  background  of  the  out-of- 
doors,  the  beautiful  color  plates  and 
half-tones  represent,  as  in  a  motion- 
picture  play,  the  successive  steps  in  the 
Greek  stories  of  Proserpina,  Apollo, 
Diana  and  Endymion,  Cupid  and 
Psyche,  etc.  The  plays  can  be  pre- 
sented on  the  lawn,  in  the  house,  or 
on  the  school  platform,  and  the  Greek 
costumes  are  so  simple  that  any  child 
can  make  his  own;  and  all  the  stage 
prop>erties  can  be  made  in  the  manual 
training  classes.  The  pictorial  and  dra- 
matic are  shown  to  be  valuable  in  the 
development  of  the  child's  mind. 

D.  M.  R. 
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Fig.  l.^The  Laocoon  Group  in  the  Vatican,  Rome.   The  right  armsof  Laocoon  and  his  sons  a 

modem.    The  right  hand  of  Laocoon  himself  should  be  behind  his  head,  as  is  proved  by 

fragments  of  a  similar  group  found  a  few  years  ago  in  Rome. 
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VERGIL  IN  ART 
Norman  E.  Henry 


THE  extent  of  Vergil's  indebted- 
ness to  contemporary  art  will  never 
be  known.  That  he  was  influ- 
enced in  a  subtle  way  by  the  best  works 
of  the  painters,  sculptors,  and  archi- 
tects of  the  day  cannot  be  doubted, 
indirect  proof  of  which  may,  with  rea- 
sonable certainty,  be  found  in  his  poems. 
The  detailed  description  of  the  mural 
paintings  in  Dido's  temple  at  Carthage 
{Mneid,  I,  455  ff.)  seems  to  reveal  more 
than  a  passing  interest  in  temple  deco- 
ration, if  we  may  be  permitted  to  regard 
I,  455  {artificumque  manus  inter  se 
operumque  laborem  miratur),  as  a  per- 
sonal touch — a  sort  of  unconscious  lapse 
on  the  part  of  the  poet  art-lover.  The 
minute  way  in  which  he  describes  the 
bas-relief  work  on  the  bronze  doors  of 
Apollo's  shrine  at  Cumae  {Mneid,  vi, 
14-33)  leads  one  to  believe  that  he  had 
studied  with  the  eye  of  a  connoisseur 
the  bronze  doors  of  many  a  Greek  tem- 
ple in  Sicily  and  Magna  Graecia,  as 
exquisitely  carved  as  those   which 
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guarded  the  cella  of  Diana's  Temple  at 
Syracuse,  exciting  of  old  the  rapacity 
of  the  long-fingered  Verres.  The  death 
scene  of  Laocoon  and  his  two  sons 
(Mneid,  1 1 .  199-224)  may  possibly  have 
gained  much  in  tragic  realism  from 
Vei^il's  study  of  the  contemporary 
group  of  statuary  (Fig.  i),  made  by  the 
Rhodian  sculptors  Agesander,  Poly- 
dorus,  and  Athenodorus.  An  inscrip- 
tion recently  found  at  Lindus  in  Rhodes 
practically  fixes  the  date  of  this  much- 
disputed  work  somewhere  about  50  B.C.; 
so  it  is  possible  that  it  was  brought 
to  Rome  shortly  before  the  Mneid  was 
published  in  17  B.C.;  though  a  German 
critic.  Foerster  {Neue  Jahrbucher  fur  das 
klassischeAllertum.xxuj,  1914,  pp.  686- 
97),  thinks  that  the  group  was  first 
brought  to  Rome  by  Titus  in  69  a.d., 
and  that  Vergil's  description  has  noth- 
ing to  do  with  the  group  from  Rhodes. 
The  poet,  in  his  treatment  of  the  legend, 
has  not  felt  the  artistic  limitations  of 
time,  sight,  and  sound  under  which  the 
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Fig.  2. — LaocoOn  and  his  Sons.   By  George  von  Hoesslin.   From  Neue  Jahrb&chtr,  xxxiii,  1914. 


F1G.3. — Laoco&n  and  his  Sons.  ByElGreco.  InMunich.  From  the  JV«iMJaArMcA«r,xxxiii,i9i4. 
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Fig.  4- — .'Eneas  and  Anchises.    By  Lionello  Spada.   In  the  Louvre,  Paris. 
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Fig.  6. — Captive  Andromache,  by  Sir  Frederick  Leighton.  In  the  gallery  of  Manchester,  England. 


sculptors  worked,  but  has  given  us  an 
elaborated  word-drama  that  excels  in 
its  awful  realism  (d.Lessing's  Laokoon). 
The  subject  was  popular  in  later  art,  as 
the  illustrations  on  page  326  show. 
Filippino  Lippi  based  a  drawing  on 
Vergil's  description  and  El  Greco  and 
von  Hoesslin  (Figs.  2,  3)  were  probably 
influenced  by  it. 

While  it  seems  that  Vergil  received 
many  suggestions  from  contemporary 
art  which  he  undoubtedly  embodied  in 
his  word -pictures,  we  must  not  lose  sight 
of  the  old  adage,  "He  alone  has  the  right 
to  borrow  who  can  lend."  The  Mneid 
itself  contains  numerous  passages  of 
so-called  pictorial  poetry  that  have  in 
turn  furnished  themes  for  painters  and 
sculptors  throughout  the  ages.  In  such 
passages  there  must  be  entities  of  form 
and  color,  as  Van  Dyclc  shows  in  his 
book,  "The  Meaning  of  Pictures" — 
something  for  the  painter  to  grasp  with 
pencil  and  brush.  What  a  battle-scene 
is  presented,  fully  conceived  and  vividly 
drawn  for  the  artist's  canvas  in  Mneid, 
1 1 ,  438  ff. !  Some  lordly  painterof  battles, 
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like  the  French  artist  M.  Detaille,  will 
some  day  transmute  Vergil's  words  into 
form  and  color  and  give  us  an  heroic 
canvas,  "The  Siege  of  Priam's  Palace." 

We  turn  now  to  a  brief  study  of  some 
famous  canvases  directly  inspired  by 
Vergil's  ^neid,  belonging  to  the  do- 
main of  illustrative  art.  The  first  which 
we  shall  consider  is  entitled  "^Eneas 
hunting  the  stag  on  the  Libyan  Coast," 
by  Claude  Gel^e,  commonly  called 
Claude  Lorrain,  a  French  landscape 
painter  and  etcher  (1600-82).  It  is  a 
peculiarity  of  Claude's  pictures,  most 
of  which  are  either  scriptural  or  classi- 
cal, that  the  figures  introduced  are 
quite  subordinate,  the  interest  center- 
ing in  the  landscape  and  the  incident 
serving  merely  to  give  a  title  to  the 
work.  This  is  peculiarly  true  in  the 
present  instance.     See  Figure  5. 

"^neas  and  Anchises"  is  the  title  of 
an  energetic  work  by  Lionello  Spada 
(1576-1622).  It  represents  the  well- 
known  scene  of  the  flight  from  Troy — a 
subject  which  has  appealed  alike  to  the 
coin-maker  and  the  artist  (cf.  reverse  of 
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Fig.  9- — Venus  and  Anchises,  by  Sir  William  Blake  Richmond.   Reproduced  by  permission  from  the  original 
painting  in  the  possession  of  the  Liverpool  Corporation. 


a  beautiful  denarius  struck  by  Caesar 
ca.  50  B.C.).  Spada  studied  under  Cara- 
vaggio  in  Rome  and  excelled  as  a 
colorist.     See  Figure  4. 

"Captive  Andromache,"  by  Frederick 
Leighton  (1830-96),  created  a  pro- 
found impression  when  exhibited  for 
the  first  time  in  1888.  The  artist, 
soundly  educated  along  classical  lines, 
was  thoroughly  imbued  with  the  classic 
spirit;  the  stories  and  myths  of  the  old 
Greeks  had  entered  into  his  very  soul 
and  become  a  part  of  his  thought,  which 
explains  his  life-long  sympathy  with 
classic  themes.     See  Figure  6. 

"/Eneas  and  Dido"  (Fig.  7)  is  the  title 
of  a  well-known  work  by  Pierre  Narcisse 
Guerin  (1774-1833),  a  French  painter 
of  historical  subjects.  This,  as  well  as 
his  "Pyrrhus  and  Andromache,"  has 
been  accorded  a  place  in  the  Louvre. 

Turner  in  his  classic  landscapes,  like 
Claude  Lorrain,  shows  no  tendency  to 
subordinate  his  art  by  making  it  the 
mere  servant  of  literature.  Unlike 
Leighton,  he  did  not  possess  the  advan- 


tage of  a  first-hand  knowledge  of  the 
classics,  but  nevertheless  from  early 
youth  he  felt  the  spell  of  classic  myth 
and  legend  and  drew  many  of  his  motifs 
later  from  this  inexhaustible  store.  As 
his  biographer,  J.  E.  Pythian  says; 
"Turner  had  far  less  and  needed  less, 
of  the  learning  that  can  be  got  from 
books,  to  take  him  to  the  very  highest 
achievement  in  his  own  art." 

Carthage  and  the  tragedy  of  her  fall 
appealed  strongly  to  Turner,  and  he  has 
given  us  twenty  pictures  dealing  with 
this  theme,  several  of  which  are  based 
upon  some  phase  of  the  Vergilian  story 
of  Dido  and  .(Eneas.  "Dido  building 
Carthage"  (Fig.  8)  is  the  best  of  the 
Carthaginian  series.  Turner  himself  re- 
garded it  as  his  masterpiece.  As  in  all  his 
pictures,  the  sky  plays  an  important  part 
— a  flood  of  light,  against  which  every- 
thing stands  out  in  silhouette.  The 
whole  is  an  interwoven  mass  of  con- 
trasts and  intricate  repetitions  in  exact 
geometric  relation,  forming  a  perfect 
oneness.    This  may  be  seen  to  better 
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advantage,  one  critic  observes,  by  draw- 
ing intersecting  lines  from  the  four 
corners  of  the  picture,  thus  dividing 
the  surface  into  four  triangular  spaces, 
of  which  the  top  is  devoted  to  the  sky, 
the  bottom  to  the  water  and  either  side 
to  the  land,  buildings,  and  trees  in  such 
a  way  that  while  the  latter  occupy  rela- 
tively less  space  than  the  sky  and  water, 
yet  the  architectural  details,  being  of 
such  bold  design,  attract  extra  atten- 
tion and  thus  maintain  the  balance  of 
the  full  and  empty  spaces. 

Turner's  "Dido  and  ^neas  leaving 
Carthage  for  the  chase"  was  first  exhib- 
ited at  the  National  Gallery  in  London 
in  1814,  and  his  last  picture  in  the  Car- 
thaginian series.  "Dido  directing  the 
equipment  of  the  fleet,"  was  exhibited 
in  1828.  We  are  told  that  the  fate  of 
Carthage  had  a  strange  fascination  for 
him  because  he  regarded  her  fall  as  a 
moral  example  for  his  own  beloved 
England  in  her  agricultural  decline,  her 
increasing  luxury  and  seeming  blindness 
to  the  "insatiable  ambition  of  a  power- 
ful rival"  (of.  Encyclopaedia  Britannica, 
xxiii,  666). 

We  have  purposely  introduced  "The 
Death  of  Dido,"  by  Liberale,  because 
it  is  typical  of  the  art  of  this  period 
which  was,  as  a  rule,  highly  idealized. 


The  figures  are  usually  stiff  and  ill- 
drawn.  Any  imperfection  of  this  sort 
may  be  ascribed  partly  to  the  fact  that 
Liberale  was  greatest  as  a  miniaturist, 
and  his  paintings,  after  the  style  of 
Bellini,  clearly  show  this  evidence  of 
his  early  training.     Sec  Figure  10. 

"Venus and  Anchises,"  by  Richmond, 
is  a  naive  and  pleasing  conception  of 
the  first  meeting  of  Anchises  and  Venus, 
goddess  of  beauty.     See  Figure  9. 

We  have  confined  ourselves  to  a  dis- 
cussion of  some  Vergilian  pictures  by 
prominent  artists  dealing  with  scenes 
from  the  Mneid.  The  list  of  paintings 
and  sketches  illustrating  Vergil's  com- 
plete works  is  extensive,  including  the 
well-known  designs  by  PinelU,  not  to 
mention  the  hundreds  of  excellent  draw- 
ings, many  of  which  are  merely  refine- 
ments of  pen-and-ink  sketches  found  in 
early  MSS.  of  Vergil.  Painters  and 
poets  have  ever  turned  for  their  motifs 
to  the  matchless  lines  of  Vergil  as  to  a 
never-failing  fount  of  inspiration.  If 
these  paintings  and  drawings  could  be 
collected  to  form  a  Vergilian  gallery, 
the  art-loving  public  would  be  amazed 
to  discover  the  range  and  worth  of  its 
treasures. 


—The  Death  of  Dido.    By  Liberale  de  Jacomo  da  Verona.    In  the  National  Gallery,  London. 
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Fig.  I,— The  West  Portal  of  the  Church  of  S,  Trophime  at  Aries. 
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THE  LAST  JUDGMENT  IN  CATHEDRAL 
SCULPTURES 

Clarence  Stratton 


IN  stepping  over  from  the  twentieth 
century  to  the  mediseval  tenth  the 
most  difficult  aspect  to  adjust  one's 
mind  to  is  the  element  of  imagery  in  all 
artistic  things.  Every  Old  Testament 
story  and  incident  was  a  symbolic  du- 
plicate or  preparation  for  the  Christian 
dispensation.  Pagan  similitudes  and 
indefinitenesses  were  twisted  into  sig- 
nificant prophecies.  Every  natural  phe- 
nomenon was  a  message.  In  literature 
were  produced  almost  ad  nauseam  the 
popular  allegorical  visions,  only  one  of 
which,  Dante's  "medieeval  miracle  of 
song,"  survives  today.  Unlike  all  mod- 
ern conceptions  as  this  remote  passion 
for  the  symbolic  was,  nothing  could 
have  met  the  needs  of  people  more  ade- 
quately. Unlettered,  unreading,  super- 
stitious, tainted  still  with  Pagan  lore, 
they  must  see,  and  see  always,  in  order 
to  develop  the  "will  to  believe." 

Every  man  who  had  a  demand  turned 
to  the  church  for  its  satisfaction,  every 
man  who  had  some  gift  to  offer  laid  it 
at  the  feet  of  the  clergy.  And  thus, 
more  significant,  more  lasting  than 
words  themselves,  arose  those  marvels 
of  pious,  artistic,  religious  enthusiasm, 
the  cathedrals.  In  the  church's  teach- 
ing to  the  people  the  insistent  attitude 
toward  this  life  was  of  paramount  im- 
portance. 

With  the  Renaissance  delight  in  life 
still  bounding  in  our  veins,  it  is  difficult 
for  us  to  apprehend  the  mediaeval  con- 
ception of  life.  Man  was  born  in  sin, 
his  first  language  was  a  cry,  Cain's 
curse  was  upon  him,  original  crime  pol- 
luted him.   This  world  was  a  valley  of 
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the  shadow  of  death.  Humanity  was 
tempted  by  the  world,  the  flesh,  and 
the  devil;  the  body  was  liable  to  foul 
disease  and  corrupting  sores.  Even 
bringing  to  life  was  as  corruptible  as 
passing  through  death.  One  had  better 
sell  all  that  he  hath,  give  it  to  the 
church,  and  spend  the  rest  of  his  days 
in  sackcloth  and  ashes,  with  prayer  and 
fasting.  Life  was  a  burden,  death  a 
release;  so  that  logically,  and  not  at  all 
Hibernially,  the  most  fortunate  thing 
in  life  was  death. 

As  all  the  religious  preaching  of  the 
centuries  emphasized  this  doctrine  of 
death,  so  all  plastic  illustrations  of  re- 
ligion fastened  upon  it  as  its  essential 
triumph.  Just  consider  for  an  instant 
the  enormous  popularity  of  the  Danse 
Macabre.  Nearly  every  cathedral  of- 
fered to  its  faithful  the  delightful  con- 
templation of  mortuary  horrors  in  its 
tombstone  decoration,  and  fired  the 
fearful  imagination  by  a  delineation  of 
the  terrors  of  the  Last  Judgment.  Re- 
naissance artists  found  the  inspiration 
for  their  masterpieces  in  the  ravishing 
beauty  of  Madonnas,  and  the  human- 
ity of  the  Christ  Child,  but  the  stern 
moralist  of  mediaeval  sculpture  reveled 
in  the  tortures  of  the  damned. 

When  the  wonderful  Gothic  struc- 
tures of  the  north  began  to  spring  into 
heaven's  blue  dome,  they  merely 
adopted  and  adapted  a  scheme  of  ex- 
terior decoration  already  in  vogue  upon 
the  squat  heavy  Romanesque  structures. 
AtAutun  (1120-78)  a  semicircular  tym- 
panum contains  one  of  the  earliest  of 
these  groups,  doubtlessly  executed  by 
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Frc.  2. — Detail  o(  the  West  Front  of  the  Church  of  S.  Trophirae  at  Aries. 


,  Google 


PAoIocropJt  fry  GiraudoH 
Fig.  3.— The  Lett  Angle  of  the  West  Door  o(  the  Church  of  S.  Trophirae  at  Aries. 
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Fic.  4. — The  Cathedral  of  Notre  Dame,  Paris. 
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monks  with  more  zeal  than  skill.  The 
figure  of  God  reminds  one  of  a  beetle's 
body  in  a  chrysalis,  while  the  bodies  of 
the  saved  and  damned  remind  one  more 
of  worms  than  men,  so  elongated  and 
rounded  are  they.  But  the  disposition 
of  the  figures  had  been  indicated  with 
all  the  elements  of  the  scene  that  must 
be  included.  Another  example  some 
twenty  years  later  in  the  abbey  church 
at  Moissac  has  the  same  grotesquencss 
and  crudeness,  but  a  decidedly  better 
composition  and  a  trace  of  naive  grace 
not  entirely  congealed  by  Byzantine 
formalism. 

The  change  from  this  earliest  French 
stage  to  the  next  is  studied  best  perhaps 
at  Aries  in  the  church  of  S.  Trophimc. 
This  delightful  city  with  its  still  used 
arena,  its  Roman  theater,  its  fine-look- 
ing men,  and  handsome  women  in  the 
Arlesian  costume,  still  indicates  by  its 
distinction  that  it  was  once  the  "Gaulic 
Rome."  To  it  Christianity  was  early 
brought — legend  says  by  that  same  S. 
Trophime  of  Asia  who  accompanied 
Paul  to  Troas  (Acts,  xx,  4).  Dedicated 
in  606,  the  church  was  rebuilt  in  1152- 
80.  Its  portal  is  of  the  finest  Roman- 
esque. The  semicircular  tympanum 
has  been  freed  of  its  crowd.  God  alone, 
with  the  symbols  of  the  four  gospels, 
occupies  it  (Fig.  i).  Around  him  still 
clings  the  cocoon-like  drapery,  but  now 
relegated  to  the  background,  so  that  the 
stiffly  seated  figure  has  some  majesty 
and  dignity.  Having  reser\'ed  so  little 
for  this  space,  the  sculptor  had  made 
his  task  of  distribution  and  composition 
extremely  difficult,  yet  how  featly  did 
he  carry  it  all  out.  Several  saints  had  to 
be  portrayed,  and  even  the  stoning  of 
Stephen  is  graphically  depicted,  down 
to  the  newly  released  soul  in  shape  of 
a  naked  babe  just  soaring  up  from  his 
mouth.  What  though  the  soul  is  almost 
as  large  as  the  expiring  saint;  all  the 
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figures,  murderers,  angels,  are  perfectly 
intelligible. 

The  souls  of  the  dead,  risen  for  judg- 
ment, stretch  in  two  broad  bands  to 
right  and  left  of  the  large  door  (Figs. 
I,  2,  3).  In  later  Gothic  groups  the 
wicked  are  always  the  more  interesting, 
here  they  arc  not.  Earlier  sculpture 
was  more  moral,  evidently,  but  less 
faithful  to  human  nature.  A  long  line 
of  duplicated  figures,  bound  by  chains 
from  end  to  end,  lock-step  along  through 
the  decorative  mounting  flames,  around 
the  projection  to  the  right,  and  down 
towards  hell  (Fig.  l).  Only  two  slight 
variations  occur.  The  first  man  just  at 
the  turning  looks  back  furtively,  the 
middle  one  has  dared  to  drop  his  hand 
from  his  leader's  shoulder,  to  test  the 
strength  of  the  chain  (Fig.  i). 

Across  the  space,  faces  all  turned 
towards  the  Judge,  are  the  blessed. 
Bishops  lead,  monks  and  ordinary  men 
follow,  and  last  of  all  trail  along  the 
women  (Fig.  2).  Having  carved  a 
bishop  to  his  satisfaction,  the  stone- 
worker  merely  repeated  the  figure. 
Having  liked  his  ordinary  man,  he  made 
some  dozen  just  like  him — same  robe, 
same  beard,  same  girth,  same  feet.  The 
good  appear  to  have  lived  well.  What 
a  pity  it  is  that  we  cannot  know  why 
the  workman  who  made  man  like  "na- 
ture's journeyman"  should  have  varied 
his  women.  The  first  two  are  similar, 
but  the  next  pair  are  quite  unlike  them, 
and  different  from  each  other  in  dress, 
face,  posture.  Quite  upon  the  angle  he 
added  all  he  could,  a  mere  slip  of  a 
woman,  who  looks  tall  and  graceful 
enough  to  be  a  realistic  copy  (Fig.  2). 

This  entire  series  of  sculptures  is  one 
of  the  most  charming  in  all  France. 
Every  detail  will  repay  careful  study. 
From  the  simple  grace  of  this  uncrowded 
portal  can  be  secured  the  clue  to  under- 


.y  Google 


Fig.  5. — The  Great  Central  Doorway,  or  Gate  of  Judgment  of  Notre  Dame,  Paris. 
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standing  all  the  ornateness  of  the  ten 
thousand  figures  of  Chartres. 

The  next  two  centuries  after  the  erec- 
tion of  S.  Trophime  at  Aries  witnessed 
extensive  building  activity  throughout 
all  France.  Mightiest  and  most  impos- 
ing in  its  day,  greatest  in  its  modeling 
influence,  was  Notre  Dame  de  Paris 
(Fig.  4),  for  it  became  at  once  the  model 
of  practically  all  cathedrals  of  central 
and  northern  France.  It  was  the  first  in 
which  all  Gothic  principles  were  logi- 
cally carried  out.  The  facade,  begun 
about  1202,  was  finished  about  1240, 
and  though  some  do  prefer  the  facade  of 
Amiens  (Fig.  6)  or  Chartres,  they  must 
remember  that  the  front  of  Notre  Dame 
de  Paris  is  the  oldest,  and  that  the  en- 
tire structure  displays  more  real  beauty 
and  more  comprehensive  finish  than 
any  other  cathedral  of  western  Europe. 

What  a  transformation  since  the 
small  unpretentious  portal  of  the 
Romanesque  church  at  Aries!  Here 
are  three  majestic  doors,  stretching 
wide,  rising  high,  and  piercing  deep,  in 
the  intricate  plan.  To  the  left  is  the 
Portal  of  the  Holy  Virgin,  to  the  right 
that  of  Saint  Anne,  both  beautiful  and 
suggestive  in  every  detail — but  we  are 
more  intent  upon  the  features  of  the 
great  central  doorway — the  Last  Judg- 
ment (Fig.  5).  Six  filled,  but  not  over- 
crowded, rows  of  sculptured  prophets, 
doctors,  martyrs,  devils,  toads,  damned 
souls,  frame  the  last  dread  doomsday. 
The  flat  tympanum  is  simply,  distinctly 
divided.  Two  broad  bands  stretch 
across  the  bottom,  above  is  the  triangle 
containing  the  Savior  enthroned,  about 
to  judge  the  world.  Below  him  to  inter- 
cede for  guilty  sinners,  kneel  the  Virgin 
and  St.  John.  An  angel  supports  the 
cross,  a  second  bears  the  three  nails. 
This  last  is  a  masterpiece  of  earliest 
figure  sculpture.  Just  below  Christ's 
feet  is  a  glimpse  of  the  New  Jerusalem, 
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very  naturally  a  walled  mediaeval  town. 

At  each  extremity  of  the  lower  band 
stands  an  angel  blowing  the  last  trumpet. 
The  remainder  of  this  section  shows  the 
dead  bursting  from  their  tombs,  push- 
ing aside  the  covers.  All  sorts  and  con- 
ditions arise — a  child,  a  mother,  a  king 
with  his  crown,  a  patriarch,  a  bishop, 
a  queen,  a  crusader  in  round  helmet 
and  linked  corselet  with  one  hand  raised 
in  wonderment  at  the  blast  which  has 
penetrated  even  his  metal  head-piece, 
a  holy  woman  with  clasped  hands — but 
all  obeying.  Not  only  do  the  postures 
suggest  the  bewilderment,  the  haste, 
the  lingering,  the  reluctance  of  the 
resurrected ;  the  very  facial  expressions 
are  marvels  of  recurring  consciousness. 

I  n  the  superposed  band  are  the  judged 
souls.  On  Christ's  right  are  the  re- 
deemed, all  wearing  crowns  of  glory, 
their  faces  radiant  with  ecstasy.  Most 
marked  in  the  group  are  reunited  hus- 
band and  wife  clasped  hand  in  hand. 
As  in  Dante's  Divine  Comedy,  so  here 
the  damned  are  much  more  picturesque 
and  interesting.  The  condemned  souls 
are  chained  together,  as  at  Aries,  but 
here  is  no  regularity,  no  decorative 
panel  repeating  a  motive.  Here  are 
writhing  men  and  women  in  view  of 
eternal  torment,  and  they  act  as  men 
and  women.  They  cringe,  they  hold 
back,  they  crowd,  their  knees  give  way, 
they  pull  back  at  the  chain — all  in  vain. 
The  monster  before  them  leers  back  in 
their  faces,  the  demon  behind  pushes 
gayly  on.  Bishops,  king,  queen,  war- 
rior, are  all  alike  condemned  and  to  the 
flames.  The  actual  scenes  from  Hell 
are  at  the  bases  of  the  six  framing  rows 
forming  the  voussure  to  the  right  (Fig. 
5).  Hell  is  a  flaming  caldron  into  which 
demons  are  ramming  souls.  Above,  a 
woman  is  plunging  head-first  down 
through  the  infernal  entrance.  Two 
men  are  hurled  down  from  wild  horses. 
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Fig.  6.— The  Cathedral  at  Amiens. 
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Another  is  borne  along  by  demons.  A 
bishop  and  a  king  are  being  crushed 
together,  while  other  souls  are  being 
rent  asunder.  Diabolically  ingenious  as 
all  these  torments  are,  there  is  another 
single  detail  that  surpasses  them  all. 

The  difficulty  religious  artists  had  to 
represent  the  soul  graphically  is  well 
shown  by  Browning  in  Fra  Lippo  Lippi, 
but  early  sculptors,  as  the  one  at  Aries, 
had  conventionalized  it  as  a  naked 
babe.  In  the  center  of  the  Paris  Last 
Judgment  (Fig.  5)  an  angel  holds  the 
scales,  weighing  a  soul,  a  praying  child, 
in  one  side.  The  Devil  wants  this  soul. 
In  the  other  pan  is  a  demon,  a  second 
pushes  on  the  balance  from  above,  a 
third  hangs  upon  it  below.  In  spite  of 
all  the  demons'  efforts,  the  innocent 
soul  is  the  heavier,  that  side  of  the  scale 
sinks  down,  the  spirit  is  saved,  the 
demons  discomfited.  What  could  the 
clergy  within  the  nave  preach  that 
would  have  any  more  lasting  effect 
than  that  single  group?  It  contains 
the  essence  of  all  mediaeval  Christian- 
ity, practice,  and  doctrine. 

At  Amiens  the  Last  Judgment  is 
shown  on  the  main  portal  with  only 
minor  variations,  not  all  better  ones. 
For  instance,  in  order  to  cover  space, 
two  interceding  kneeling  figures  are  as 
tall  in  that  position  as  the  two  standing 
angels  with  the  nails  and  cross.  The 
bas-reliefs  depicting  the  rising  souls  are 
not  nearly  so  well  disposed  as  in  Notre 
Dame  de  Paris,  but  the  condemned  and 
blessed  souls  are  much  more  lifelike 
in  their  differentiation.  Hell's  mouth 
is  here,  as  often  later,  identified  with 
the  Leviathan  of  Job,  xli,  and  looking 
like  monstrous  jaws.  "Out  of  his  mouth 
go  burning  lamps,  and  sparks  of  fire 
leap  out.  Out  of  his  nostrils  goeth 
smoke  as  out  of  a  seething  pot  or 
caldron.  His  breath  kindleth  coals,  and 
a  flame  goeth  out  of  his  mouth." 
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Architecturally,  the  Cathedral  of 
Reims  (cf.  Art  and  Archaeology,  i, 
1914,  p.  129)  is  different  from  all  others. 
The  tympanums  above  the  three  main 
doors  are  pierced  by  rose  windows, 
adding  to  that  beautiful  colored  inte- 
rior for  which  this  church  is  so  famous, 
but  thereby  reducing  the  space  for  stone 
decoration.  This  disposition  relegated 
much  to  the  lateral  portals,  of  which 
only  one  was  available  since  the  arch- 
episcopal  palace  masks  the  other.  So 
the  Last  Judgment  was  placed  above  a 
second  door  on  the  north,  really  not  a 
door  since  it  offers  no  means  of  entrance 
(Fig.  7).  The  tympanum  of  Chartres 
contains  only  one  broad  band,  this  at 
Reims  contains  five.  In  other  respects 
also  the  arrangement  is  peculiar.  All 
the  figures  in  the  triangle  with  Christ 
are  kneeling.  Immediately  below  this, 
in  quite  a  different  place  from  the  corre- 
sponding groups  at  Notre  Dame  de 
Paris  and  Amiens,  are  the  dead  coming 
to  life.  These  are  not  bas-reliefs  strictly 
speaking,  but  two  distinct  horizontal 
lines  of  silhouetted  tombs  and  coffins 
variously  disposed,  some  showing  the 
long  side,  and  some  the  short  rounded 
ends.  Many  of  the  rising  figures  are  en- 
tirely nude,  but  all  are  decidedly  alive 
and  realistic.  There  are  some  thirty 
distinct  figures  in  all. 

The  separation  of  the  good  from  the 
wicked  would  naturally  be  placed 
nearer  Christ  the  Judge,  but  here  this 
next  scene  is  placed  further  below.  And 
instead  of  the  moment  being  at  the 
judgment,  it  seems  to  be  later;  at  any 
rate,  the  blessed  have  already  assumed 
their  halos,  peaceful  beatitude  has 
spread  over  their  countenances,  and 
they  are  all  comfortably  seated,  await- 
ing the  next  change.  The  correspond- 
ing section  on  the  other  half  depicting 
the  lost  at  this  same  moment  has  been 
unfortunately  practically  stripped  of  all 
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Fig.  7. — The  Doorway  of  the  Last  Judgment,  on  the  North  Side  of  the  Cathedral  of  Reims. 
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the  figures,  so  that  no  idea  can  be 
formed  of  what  their  appearance  was. 
Fortunately  the  lowest  band  is  in 
excellent  condition.  The  elect  are  en- 
■  tering  Paradise.  Bands  of  angels  ad- 
vance in  pairs,  each  bearing  upon  a 
napkin  a  praying  babe,  a  saved  soul, 
to  place  in  Abraham's  bosom.  He  al- 
ready holds  seven  in  the  cloth  draped 
across  his  arms.  While  the  grouping  in 
this  panel  is  slightly  conventional  and 
symmetrical,  the  figure  of  the  old  pa- 
triarch is  beautiful  to  gaze  upon.  Sev- 
eral other  cathedral  arrangements  crowd 
the  figures  in  these  Judgment  groups, 
at  Reims  every  panel  is  simply  con- 
ceived and  distinctly  marked .  Instead  of 
a  crowd,  or  a  long  procession  of  damned 
(over  sixteen  at  Aries,  ten  at  Paris,  some 
dozen  at  Amiens),  here  (Fig.  9)  are 
only  eight  almost  detached  individual- 
ized persons  led  towards  the  burning, 
crowded,  caldron  by  one  devil,  and 
barred  by  an  Archangel  with  a  sword 
from  Paradise  to  which  the  last  cast 
longing  looks.  In  the  foreground  are 
characters  which  show  that  there  were 
moralists  and  socialists  even  in  the 
shadow  of  the  mediseval  church  itself. 
First  of  the  damned  walks  a  crowned 
king,  repentent  too  late.  The  following 
three  figures  are  more  surprising.  A 
bishop  with  mitre  and  crozier  paces  to 
his  eternal  doom;  behind  him  with 
bowed  head  a  tonsured  monk.  The 
high-born  dame  must  also  pay  the 
penalty  of  a  wicked  life,  no  matter  how 
bitterly  she  plead  with  the  Archangel, 
and  the  miser  must  wear  forever  about 
his  neck  the  money  bag  in  which  he 
had  put  his  trust. 

By  many  critics  Chartres  Cathedral 
(Fig.  8)  is  called  the  finest  in  all  France. 
Several  fires  destroyed  early  structures, 
but  part  of  the  present  building  dates 
back  to  1144.  Thus  the  west  doorways 
clearly  indicate  north  French  Roman- 


esque. By  the  time  the  church  was 
completed  in  1280  the  newer  style  had 
prevailed,  so  the  south  porch  is  similar 
in  French  Gothic  to  the  cathedrals  of 
Paris  and  Amiens.  With  its  thousands 
of  figures,  Chartres  is  a  veritable  "Mir- 
ror of  History." 

The  usual  arrangement  of  scenes  upon 
cathedral  doors  has  been  hinted  at  al- 
ready. The  north  porch  was  devoted 
to  scenes  from  the  Old  Testament,  the 
south  porch  to  those  from  the  New, 
while  the  important  west  doorway  in 
the  facade  was  dedicated  to  the  Last 
Judgment.  But  the  west  portal  of  Char- 
tres is  decorated  by  the  Glorification  of 
Christ,  so  the  Last  Judgment  occupies 
the  central  doorway  of  the  south  porch. 

The  composition  of  details  is  quite 
novel  here.  The  voussure  presents  five 
rows  which  contain  the  complete  nine 
choirs  of  angels  according  to  Dionysius 
the  Areopagite;  the  complete  series 
rarely  occurring.  Cherubim,  Seraphim, 
Thrones,  Powers,  Dominations,  Virtues, 
Angels,  Archangels,  Principalities — all 
are  here.  The  group  surrounding  Christ 
includes  six  angels  bearing  all  the  in- 
struments of  the  Passion — napkin, 
crown  of  thorns,  pillar,  scourge,  cross, 
nails.  Below  this  the  standing  Michael 
divides  the  sheep  from  the  goats,  weigh- 
ing a  soul  in  the  scales.  On  one  side  a 
small  figure  with  clasped  hands  signi- 
fies Good  Deeds — opposite,  a  hideous 
head  and  toads  represents  Evil  Deeds. 
As  in  other  groups,  a  devil  tries  to  pull 
down  the  pan  containing  this  latter. 
The  blessed  are  gazing  up  to  Christ. 
One  angel,  is  carrying  the  little  figure  of 
a  soul  to  Abraham's  bosom,  where  three 
others  are  already  lodged.  Since  the 
tympanum  contains  only  this  one  broad 
band  below  the  triangle  bearing  the 
Savior,  the  dead  have  to  come  to  life 
out  in  the  rows  of  the  voussure,  while 
most  of  the  damned  likewise  have  to 
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Fig.  8.— The  Cathedral  at  Chartre 
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Fic.  9.— The  Damned  led  by  the  Devi 


move  over  into  the  oblique  rows  for  their 
punishment.  Again  Hell  is  a  monstrous 
mouth.  A  soul  is  about  to  be  cast  in — 
a  waiting  demon  holds  his  poised  fork 
to  push  it  down.  The  other  infernal 
details  are  quite  vivacious.  One  devil 
is  carrying  a  soul  upon  his  back,  another 
is  conducting  a  lady  of  rank.  A  third, 
strikingly  enough,  leads  a  nun.  Behind 
moves  a  miser  clutching  his  bag  of  coins. 
The  end  of  the  procession  is  marked  by 
a  demon  carrying  a  woman  by  the  heels 
over  his  shoulders,  her  hair  dragging 
along  the  ground.  Because  of  the  single 
band  of  figures  upon  the  flat  tympanum 
many  groups  are  here  huddled  together. 
The  resurrected  souls  on  the  arches  are 
superimposed,  instead  of  being  either  in 
bas-relief  or  silhouette,  and  are  conse- 
quently not  nearly  so  impressive.  To  be 
perfectly  frank  they  are  seldom  seen  or 
closely  examined.  But  the  efi'ect  of 
realism  is  here  at  Chartres,  in  spite  of 
the  crowding,  the  exaggerated  heads, 
and  the  shortened  bodies,  which  last 
should  have  been  unduly  elongated  be- 
cause of  the  excessive  foreshortening 
here  due  to  the  position  of  the  beholder. 
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In  every  French  town  these  magni- 
fied sculptures  were  pregnant  with  force 
which  the  modern  world  has  shorn 
from  them.  Today  art  and  building 
amateurs  study  them  historically, 
scholars  discuss  influences  and  dates, 
dilettanti  delight  in  their  naivetd  and 
crudeness,  historians  philosophize  over 
them.  But  to  a  mediaeval  mind  these 
figures  were  the  pictures  to  his  Bible, 
the  illustration  to  his  belief,  the  sup- 
porters to  his  faith.  And  though  we 
may  not  recognize  or  admit  them  all, 
they  are  the  originators  of  popular 
credences  we  all  share  alike.  Where 
came  our  usual  idea  of  the  appearance 
of  a  devil?  Why  do  we  think  of  angels 
as  we  do?  How  should  a  soul  be  pic- 
tured, if  not  as  an  innocent  babe?  In 
the  middle  ages,  these  fixed  shapes  were 
transferred  to  the  life  again.  When  the 
great  series  of  religious  and  farcical 
dramas  developed,  where  did  dramat- 
ists and  actors,  whether  they  were 
clerics  or  sots,  turn  for  their  figures, 
for  their  costumes?  To  these  great 
cathedrals.  The  second  volume  of  The 
Mediaval  Stage,  by  E.  K.  Chambers, 
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contains  several  direct  instances  of  this. 
A  fourteenth-century  Passion  Play  from 
Vienna  shows  a  supplementary  scene 
in  Hell  into  which  the  souls  of  a  usurer, 
a  monk,  a  robber,  and  sorceress,  are 
successively  brought.  A  Norman- 
French  play,  Adam,  contains  these 
stage  directions.  "Then  shall  come  the 
devil  and  three  or  four  devils  with  him, 
carrying  in  their  hands  chains  and  iron 
fetters,  which  they  shall  put  on  the 
necks  of  Adam  and  Eve.  And  some 
shall  push  and  others  pull  them  to  Hell; 
and  hard  by  Hell  shall  be  other  devils 
to  meet  them,  who  shall  hold  high  revel 
at  their  fall."  For  a  Rouen  play  of 
1474  was  required  a  "hell  made  in  shape 
of  a  great  gullet  closing  and  opening 


when  needed."  The  Great  Mystery  of 
the  Passion  given  before  Charles  VI  and 
Henry  V  after  the  treaty  of  Troyes  in 
1420  was  modeled  on  the  bas-relief 
around  the  choir  of  Notre  Dame.  An- 
other of  the  Old  Testament  and  the 
New  to  welcome  the  Duke  of  Bedford 
in  1424  was  performed  "without  speak- 
ing, like  images  raised  against  a  wall." 
While  most  of  us  will  declare  that  the 
Renaissance  brought  a  welcome  change 
into  men's  minds  and  consciousness,  no 
one  will  despise  the  mediaeval  soul  nor 
its  attempts  to  delineate  its  hopes  and 
fears,  its  terrors  and  aspirations  in  the 
glorious  old  cathedrals. 


HOMER'S  GARDEN 

[Did  Theocritus  from  Homer  Crib?    Compare  Lang's  Theocritus,  pages  4s  and  160- 
i6i,wilk  Bryant's,  The  Odyssey,  Book  VII,  tines  135-160  {The  Garden  of  Alcinoiis).] 

OLD  Homer  loved  his  garden!   Famed  and  fair 
Its  square  and  spacious  acres,  hedged  around. 
Within  it  tall  trees  flourish,  figs  abound 
And  olives  always  green.   Continuous  bear 
The  bounteous  fruit  trees,  for  nought  withers  there. 
Grapes  redden  in  the  sun  and  heap  the  ground, 
From  wine-press  laughter  and  glad  voices  sound. 
And  plenteous  harvests  ripen  everywhere. 

At  farthest  bounds,  bright  flowers  bloom  all  the  year. 
There  gush  two  fountains:  one  winds  o'er  the  lea. 
One  'neath  the  threshold  to  the  court  flows  clear. 
And  all  the  people  fill  their  vessels  here. 

Thus  Homer's  garden  to  all  lovers  free; 
To  old  Theocritus — to  you — and  me ! 

Nob  York  CUy  GERTRUDE  HUNTINGTON  McGlFFERT 
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Fic.  I. — Old  Burlington  House,  London.   From  a  drawing  by  T.  H.  Shepherd.   Engraved  by  Cleghor 


THE  BRITISH  CLASSICISTS 


W.  G.  Blaikie  Murdoch 


ON  a  tiny  gem,  belonging  to  the 
noblest  period  of  Hellenic  art, 
there  is  graven,  in  delicate  lines, 
a  hand  upholding  a  flaming  torch.  And 
like  most  other  works  of  lofty  beauty, 
this  masterpiece  is  complex  in  its  ap- 
peal, kindling,  in  some  of  its  votaries, 
emotions  widely  different  from  those 
which  it  awakens  in  others.  Some  cher- 
ish it  purely  for  its  Eesthetic  quality, 
the  grace  of  those  delicate  lines.  But 
others,  deeply  enamored  of  the  whole 
gift  which  the  world  received  from 
Hellas — her  poetry  besides  her  archi- 
tecture, sculpture,  and  painting — are 
constrained  to  love  this  gem  the  more 
as  seeming  to  them  an  emblem,  the 
uplifted  and  flaming  torch  hinting  at 
the  immortality,  not  just  of  the  Greeks' 
achievement,  but  of  their  ideals.    For 

[349I 


in  greater  degree  than  any  school,  per- 
haps, the  Hellenic  masters  have  been 
an  avatar,  the  peculiar  kind  of  beauty 
in  whose  creation  they  were  pre-eminent, 
that  kind  for  which  their  names  arc 
almost  a  synonym,  coming  ever  and 
again  to  be  accepted  passionately  as  an 
exemplar,  hailed  as  the  supreme  thing 
in  all  art.  And  thus  certainly  it  appears 
to  a  little  party,  gathered  together  one 
evening  in  an  English  garden,  their 
mutual  gaze  resting  fondly,  from  time 
to  time,  on  a  superb  building,  the 
severe  lines  of  whose  pediment,  and 
Corinthian  pillars,  contrast  exquisitely 
with  the  curves  of  the  surrounding 
trees.  This  is  the  home  of  the  party's 
host,  Lord  Burlington,  as  fervent  a 
devotee  of  the  antique  as  any  of  his 
guests  are,  himself  an  occasional  archi- 
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Fig.  2— The  Portland  Vase.    In  the  British  Museur 
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Fig.  3. — The  Sacrifice  of  Iphigenia.   Jasper  Plaeque.    By  Wedgwood. 


tect,  his  wife  a  gifted  pastellist.  And 
it  is  his  chief  delight  to  bring  round 
him,  often,  this  group  of  artists,  whose 
friendly  meetings  are  to  have  consider- 
able result,  too,  leading  in  fine  to  a 
definite  movement  in  British  art:  the 
classic  revival. 

Or  at  least,  they  are  to  beget  a  near 
approach  to  a  definite  movement  in  art, 
that  form  of  intellectual  activity  being 
one  for  which  England  has  slender  bias; 
because,  as  Herr  Richard  Muther  has 
pointed  out  ably,  the  passion  for  lib- 
erty, in  England,  has  proved  rather 
against  given  artistic  traditions  assum- 
ing despotic  proportions  there,  so  that 
her  young  artists  have  been  little  in- 
cited to  rebel  in  concert.  Only,  if  the 
English  do  not  engage  in  this  sort  of 
thing  with  the  ardor  distinguishing  the 
French,  for  example,  it  is  among  the 
former's  laurels  to  have  influenced,  ma- 
terially, some  of  the  most  finely  fruitful 
movements  the  latter  have  made,  as 
witness  the  debt  the  school  of  Monet 
gladly  acknowledged  to  Constable  and 
Turner.  And  the  classic  revival  in 
France  was  anticipated  in  England, 
Burlington  and  his  friends  working  at 
the  beginning  of  the  eighteenth  cen- 
tury, when  Boucher  was  at  the  height 
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of  his  suzerainty  in  Paris,  inculcating 
there,  with  all  his  might,  the  cult  of 
that  daintiness  and  charm  wherewith 
his  period's  art  is  chiefly  associated. 
Not  that  the  British  classicists,  how- 
ever, on  their  part,  were  without  imme- 
diate precursors  among  their  own  com- 
patriots. For  although  Gothic  architec- 
ture lingered  persistently  in  seventeenth- 
century  England — lingered,  in  fact,  till 
far  into  the  Georgian  era.  being  keenly 
favored  then  by  no  less  influential  a 
connoisseur  than  Horace  Walpole — the 
attitude  of  the  Burlington  cenacle  was 
forestalled  by  the  two  greatest  English 
architects  of  the  Stuart  period,  Inigo 
Jones  and  Wren.  Nevertheless,  these 
were  both  distinctly  children  of  Pal- 
ladio,  whose  beautiful  designs,  inspired 
as  they  are  by  a  loving  study  of  pre- 
Christian  work,  are  mostly  colored,  as 
it  were,  by  the  Italian  warmth  of  the 
artist's  temperament.  And  whilst  ar- 
dently loving  this  Renaissance  master, 
the  British  classicists  dreamt  of  a  cold 
severity  rivaling  that  of  the  old  world 
itself,  their  quest  in  this  way  gaining 
them  a  fair  quota  of  satire. 

There  was  power  in  some  of  the 
satire,  moreover,  for  Hogarth  was  of 
those  assailing  the  movement.   His  first 
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of  Holkham  in  Norfolk,  in  planning 
whose  interior  he  inclined  to  mistake 
the  grandiose  for  the  grand,  a  fault 
amply  atoned  for,  withal,  by  the  rare, 
puritanical  beauty  of  the  elevation. 
Kent  was  indebted  for  much  friendly 
help  to  Burlington,  and  two  others  who 
were  also  favorite  prot6g^s  of  his  were 
Colin  Campbell  and  Flitcroft,  the 
former  building  that  country-house,  at 
Chiswick,  where  theclassicists  have  been 
depicted  assembling  to  exchange  ideas; 
while  Flitcroft  began  life  as  a  carpenter, 
owing  his  chances  of  studying  architec- 
ture purely  to  Burlington's  generosity. 
Nor  was  this  misspent,  for  a  deal  of  fine 
pseudo-classic  work  came  betimes  from 
the  ex-artisan,  notably  Wentworth 
Woodhouse  in  Yorkshire,  one  of  its 
rooms  having  the  significant  name, 
"The  Hall  of  many  Pillars."    Is  there 


FlC.  4. — Bacchanalian   Boys.    Jasper  Medallion. 
By  Wedgwood. 

attack  cameon  completion  of  Burlington 
House,  London  (Fig.  l),  which,  tradi- 
tion maintains,  was  designed  by  Lord 
Burlington  himself;  and,  though  the 
present  building  embodies  hardly  a 
stone  of  the  original  one,  this  may  be 
seen  in  numerous  old  prints.  They 
show  a  grandly  austere  edifice  of  two 
storeys,  the  lower  rusticated,  the  upper 
adorned  with  Ionic  pillars,  crowned  by 
a  balustrade  supporting  urns  and  sculp- 
ture; and,  in  Hogarth's  Taste  of  the 
Town,  Lord  Burlington  is  figured  act- 
ing as  a  mason,  while  his  house  bears 
the  curiously  prognostic  inscription, 
"Accademy  {sic)  of  Arts."  Above  these 
words  there  is  a  gawky  statue,  ostensi- 
bly representing  William  Kent,  sculptor 
of  the  Shakespeare  memorial  at  West- 
minster, architect  of  the  massive  and 
imposing  Horse  Guards  in  London,  and 


Fig.  5. — Augustus.  Copy  by  James  Tassie  of  a  Sardonyx 
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Fig.  6. — Inlaid  Mahc^ny  Sideboard.  Style  of  Hepplewhiti 


not,  in  that  resonant,  majestic  phrase, 
something  which  stirs  the  pulses  even 
as  poetry  does?  something  which  in- 
spires endeavors  after  the  quahties  char- 
acterizing old-world  art.  And  presently 
these  last,  upheld  in  this  wise  by  a  group 
mainly  occupied  with  architecture,  were 
being  attained  in  plenty  by  a  master  in 
a  very  different  field. 

This  master  was  Wedgwood,  who, 
having  a  shrewd,  inquiring  mind,  early 
sought  to  develop  that  craft  of  pottery 
with  which  his  family  had  been  con- 
cerned for  many  generations.  These 
experiments  led  to  his  perfecting  the 
black,  basalt  ware  wherewith,  nowa- 
days, his  name  is  so  closely  interwoven, 
his  very  choice  of  black  indicating  that, 
from  the  outset,  his  chief  native  leaning 


in  art  was  for  the  severe.  And  reading, 
when  young,  the  poem  of  "Liberty"  by 
Thomson — a  famous  writer  in  those 
days,  though  now  remembered  only  by 
"Rule,  Britannia" — he  was  enraptured 
by  its  descriptions  of  old  Greece  and 
Rome,  a  deep  interest  in  their  artists 
being  kindled  in  him  accordingly.  His 
interest  flaming  into  a  passion,  he  com- 
menced moulding,  with  his  basalt,  little 
busts  copied  from  or  emulating  the  an- 
tique; and  it  is  deeply  interesting  to 
recall  that  one  of  his  earliest  was  of 
Lord  Burlington — based  on  a  painting, 
presumably,  for  Burlington  died  when 
Wedgwood  was  only  twenty-three. 
Another  early  bust  was  a  Vergil,  of 
which  the  master  wrote  to  a  friend,  "I 
shall  send  him  to  you,  singing  some  of 
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Fig.  7. — Mahogany  Chair.   Style  of  Hepplewhite. 

his  own  divine  poems";  while  this  was 
followed  ere  long  by  a  Homer,  and  a 
Plato.  And  naming  his  own  house 
Etruria  Hall,  Wedgwood  shortly  in- 
vented his  jasper  ware,  using  it  for  repro- 
duction of  old  gems,  and  for  making 
placques  and  vases  bearing  Hellenic 
devices  (Figs.  3  and  4),  his  best  things 
in  jasper  being  undoubtedly  the  crown 
of  his  whole  achievement.  Herein,  as  in 
most  of  his  analogous  pursuits,  he  was  in 
general  only  the  director  of  affairs.  But 
there  have  been  few  men  more  richly 
dowered  than  he  with  a  fervor  for  per- 
fection, and  it  was  in  awakening  this 
fervor,  through  every  branch  of  his 
pottery,  that  he  showed  himself  pos- 
sessed of  genius,   evinced   by  him  as 


clearly  in  the  matter  of  selecting  his 
helpers.  Of  those  supplying  him  with 
moulds  for  the  copying  of  gems,  the 
prince  was  the  Scotsman,  James  Tassie 
(Fig.  5),  who,  irrespective  of  his  sterling 
services  to  the  great  potter,  played  an 
honorable  part  in  the  classic  revival, 
finely  reproducing  thousands  of  ancient 
works  in  a  vitreous  white  enamel,  in- 
vented by  himself.  He  also  did  from  life, 
in  this  medium,  awealth  of  beautiful  little 
portrait-medallions,  mostly  charged 
with  the  real  spirit  of  antique  art,  while 
another  of  Wedgwood's  henchmen  who 
splendidly  captured  that  spirit  was  Flax- 
man.  He,  too,  did  not  show  his  devo- 
tion to  pre-Christian  work  only  when 
serving  Wedgw'ood;  for  he  modeled  a 
grand  pseudo-classic  frieze  for  Covent 
Garden  Theater,  London ;  while  his  illus- 
trations to  Homer  and  ^^chylus,  both 
series  done  frankly  in  the  style  of  Greek 
vases,  proclaim  him  among  the  best  of 
all  the  disciples  of  Doris. 

Flaxman's  drawings  and  sculpture 
were  acknowledged  as  a  great  influence 
by  Dominique  Ingres,  and  Wedgwood's 
own  productions  likewise  exerted  a  spell 
over  the  French  school,  many  cerami- 
cists  at  Sevres  ably  following  the  English 
potter's  lead.  Meanwhile,  in  his  native 
country,  William  Adams  and  Turner 
were  utilizing  his  jasper,  not  only  for 
duplicating  old  works,  but  for  things 
bearing  original  designs  in  the  Greek 
manner;  and  numerous  urns  by  each 
were  generously,  and  quite  justifiably, 
praised  by  Wedgwood  as  fully  equal  to 
any  he  made  himself.  Simultaneously 
his  basalt  was  gaining  wide  usage, 
Birch  and  Mayer  both  moulding  with 
it  lovely  teapots  with  pseudo-classic 
ornamentation;  while  the  making  of 
porcelain  having  recently  dawned  in 
England,  divers  votaries  of  this  new 
craft  manifested  a  love  of  typical  Greek 
contours.    Among  the  first  and  best 
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things,  illustrating  this  taste,  were  some 
wrought  at  Derby,  others  emanating 
soon  from  Worcester;  while  later  the 
manufactory  at  Swansea  yielded  a  whole 
series  of  fine  vases,  candidly  styled 
Etruscan.  For  opportunities  in  Britain 
for  studying  the  antique  were  now  far 
ampler  than  in  Burlington's  day,  when 
they  had  consisted  chiefly  in  illustrated 
books,  a  grand  array  of  pre-Christian 
art  having  been  formed  of  late  by 
Townely  of  Townely  Hall,  whose  an- 
tiquarian ardor  went  the  length  of  his 
having  his  favorite  busts,  Clytie  and 
Homer,  engraved  on  his  visiting-cards, 
and  who  was  always  glad  to  show  his 
treasures  to  congenial  spirits.  Hence 
Wedgwood  was  very  intimate  with  the 
Townely  collection,  as  he  was  too  with 
the  kindred  and  larger  one,  made  by 
Sir  William  Hamilton,  whose  gathering 
was  duly  acquired  by  the  British  Mu- 
seum on  its  founding,  towards  the  close 
of  the  eighteenth  century.  Next,  Hamil- 
ton's friend,  Lord  Elgin,  succeeded  in 
shipping  home  the  Parthenon  marbles; 
while  prior  to  this  momentous  advent, 
the  archaeological  sentiment  had  fairly 
infected  English  cabinet-makers.  It 
proved  to  them  an  invaluable  check  on 
the  tendency  to  the  rococo,  fostered  by 
Chippendale  in  his  last  years;  and  utter- 
ing a  loud  disdain  for  this  tendency, 
Hepplewhite  began  to  make  furniture 
in  which  the  beauty  of  the  straight  line  is 
deified  (Fig.  6) ;  while  some  of  his  loveli- 
est chairs  have  a  back  whereof  the  shape, 
it  would  seem,  was  suggested  by  the 
lines  of  a  Grecian  urn  (Fig.  7).  He  also 
carved  wooden  urns  as  addenda  to  his 
sideboards,  the  same  being  done  by  his 
great  contemporary,  Sheraton  (Fig.  8), 
whose  Cabinet-Maker  and  Upholsterer's 
Guide  concludes  by  setting  forth  the  dif- 
ferent "orders"  of  Greek  pillars.  Neither 
of  these  masters,  however,  evinced  quite 
so  tense  a  fondness  for  the  antique  as 
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Fig.  8.— Mahi^any  Chair.   Style  of  Sheraton. 

did  their  immediate  predecessors,  the 
Scottish  brothers,  Robert  and  James 
Adam,  who  employed  Hellenic  devices 
freely  in  their  exquisite  plaster -work,  to 
be  studied  best  in  Edinburgh.  And  lov- 
ing to  have  their  furniture  ornamented 
by  painting — a  practice  which  consti- 
tuted a  revolt  against  the  earlier  crafts- 
men's predilection  for  carving — the 
brothers  often  secured  the  service  in 
this  relation  of  Angelica  Kauffmann, 
who,  catching  their  afTection  for  the 
distant  past,  ever  augmented  the  things 
of  their  designing  in  a  fashion  beauti- 
fully apposite.     See  Figure  9. 

But  it  was  not  only  for  the  Adams 
that  Angelica  worked  thus.  For  she 
put  decorations,  of  a  Greek  temper,  on 


.y  Google 


ART  AND  ARCHAEOLOGY 


a  mantelpiece  in  Sir  Joshua  Reynolds' 
house,  nor  was  his  giving  her  this  com- 
mission in  any  way  surprising.  It  is  true 
that,  in  Reynolds'  era  (Fig.  lo),  Britain 
demonstrated,  more  where  painting 
than  where  anything  else  was  con- 
cerned, her  aforesaid  disinclination  for 
definite  art  movements,  inasmuch  as 
her  gifted  painters  then,  far  from  unit- 
ing in  upholding  pseudo-classicism,  re- 
flected a  wide  variety  of  creeds.  Yet 
at  the  very  time  that  Allan  Ramsay, 
Hoppner,  and  Romney,  were  seeking 
daintiness  and  charm  as  sedulously  as 
the  synchronal  Frenchmen  did — Mor- 
land  the  while  discovering  his  matter  in 
humble  rural  life,  Gainsborough  antici- 
pating the  great  landscapists,  Gilray 
and  Rowlandson  doing  their  vitriolic 
satires — Blake  wrote  repeatedly  of  his 
one  aim  as  being  "to  renew  the  lost  art 
of  the  Greeks."  And  though  it  is  hard 
to  see  much  affinity  between  his  own 
works  and  theirs,  among  other  British 
painters  of  his  day  there  was  certainly 
a  signal  growth  of  a  quest  for  the 
sublime.  Kent  was  the  pioneer,  his 
essays  in  this  way  gaining  him  fresh 
attacks  from  Hogarth,  in  particular 
The  Bathos,  or  Manner  of  Sinking,  in 
Sublime  Painting.  Nevertheless,  the 
real  leaders  of  the  movement  were  the 
Americans,  West  and  Copley,  who,  set- 
tling in  England,  were  virtually  the 
inaugurators  there  of  the  production  of 
huge  canvases  on  historical  and  mytho- 
logical themes;  while  the  two  emigrants 
inspired  the  British  school  toward  what 
they  had  hardly  ever  tried  before:  the 
handling  in  epic  fashion  of  the  great 
events  of  their  own  time,  for  example 
the  deeds  of  Nelson  and  Wolfe.  Blake's 
friend,  Fuseli,  and  the  Irishman,  Barry, 
were  those  coming  most  markedly  under 
the  Americans'  influence  herein,  both 
the  former  loudly  deriding  anything 
homely  in  art.    And  now  Runciman,  in 


Scotland,  directly  forestalled  Ingres  in 
France,  decorating  vast  walls  with 
scenes  from  ■  Ossian ;  while  Reynolds, 
who  had  ever  counseled  young  artists 
to  go  to  Rome,  likewise  employing  his 
pen  interniinably  to  praise  the  grand 
manner,  started  to  try  that  manner 
himself.  However,  magniloquence  was 
his  usual  result;  and  even  as  the  British 
classic  revival  originated  chiefly  in  ar- 
chitecture, infinitely  finer  credit  to  the 
movement  was  done  in  that  art  than 
in  painting. 

Certainly  Burlington's  own  acquire- 
ments as  an  architect  seem  to  have  been 
anything  but  practical.  Of  one  house 
of  his  designing  Lord  Chesterfield  writes 
that,  as  it  was  quite  unsuitable  for 
living  in,  the  unfortunate  owner  ought 
to  get  a  second  house  opposite,  whence 
he  could  daily  survey  the  beautiful 
facade;  while  Horace  Walpole  adds 
some  analogous  cynicism,  withal  relat- 
ing how,  again  and  again,  when  fine 
buildings  were  in  danger  of  being  pulled 
down,  Burlington  came  forward  with 
money  to  save  them,  eventually  em- 
barrassing himself  by  this  pursuit. 
Here,  then,  was  a  passion  which  is  good 
to  recall;  and  numbering  Gay  and  Pope 
among  his  close  personal  friends,  the 
enthusiast  was  much  liked  by  nearly 
all  the  architects  contemporaneous  with 
him,  several,  apart  from  those  cited  at 
the  outset,  being  indebted  to  him  for 
generous  material  aid.  Of  such  was 
Leoni,  who,  coming  from  Italy  at  Bur- 
lington's expense,  was  asked  by  him, 
thereafter,  to  superintend  the  publica- 
tion of  an  edition  of  Palladio's  Antiqui- 
ties of  Rome,  which  task  accomplished, 
he  turned  to  design  Moor  Park  in  Hert- 
fordshire, a  most  lovely  building,  yet 
hardly  lovelier  than  many  by  further 
architects  who  presently,  like  Leoni, 
accepted  the  antique  as  their  model. 
Indeed,  considering  the  rarity  of  genius 
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Fig.  g. — Satitiwood  Commode.    Designed  by  the  Adam  Brothers. 


in  most  eras,  it  is  almost  difficult  to 
believe  that,  in  Georgian  England, 
there  lived  coevally,  or  nearly  coevally, 
a  constellation  of  such  princely  artists 
in  stone  as  Vardy,  who  enriched  London 
with  Spencer  House;  Dance,  who  built 
the  Mansion  House  there;  Wood,  who 
designed  Prior  Park  at  Bath ;  and  Paine, 
from  whom  came  Nostell  Priory  in 
Yorkshire,  and  Kedleston  Hall  near 
Derby,  together  with  that  Manor 
House  at  Worksop,  in  Nottingham- 
shire, one  of  whose  rooms  is  styled  "The 
Tribune."  Yet  instead  of  exhausting 
the  list,  the  mention  of  all  these  beauti- 
ful buildings  serves  merely  to  remind  of 
others  in  kindred  style,  as  fine  or  finer 
than  the  foregoing,  dating  from  the 
same  wonderful  period.  And  waiving 
structures  by  Gibbs,  Ripley,  and  Cham- 
bers—those too  of  Stuart,  who  is  memo- 


rable as  author  of  The  Antiquities  of 
Athens — it  behooves  to  do  homage  to 
the  Dublin  Custom  House  by  the  Irish 
master,  Gandon;  while  though  cited 
already  in  connection  with  furniture, 
the  Adam  brothers  must  be  acclaimed 
again  here.  Certain  of  their  many  build- 
ings in  Edinburgh  are  majestic  as  any- 
thing resulting  from  the  whole  classic 
revival^ — the  Register  House,  Charlotte 
Square,  the  University,  the  latter 
worthy  to  be  termed  Miltonic — this  en- 
nobling of  the  town  being  followed  soon 
by  Playfair  giving  it  a  National  Gallery 
which  is  virtually  a  copy  of  the  so-called 
Theseum,  whereupon  a  galaxy  of  other 
buildings,  of  pure  Greek  form,  were 
erected  in  the  Scottish  capital. 

It  was  on  their  advent  that  Edin- 
burgh first  earned  her  name  of  The 
Modern  Athens.    And  these  borrowed 
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— Mrs.  Siddons,  as  the  Tragic  Muse.    From  the  painting  by  Reynolds  i 
Gallery,  London. 
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glories  of  hers  seem  a  natural,  an  in- 
evitable part  of  their  environment ;  they 
might  have  risen  by  an  incantation, 
Hke  Troy  in  the  Greek  myth.  This  is 
the  supreme  triumph  of  any  architect: 
the  creation  of  something  completely  in 
harmony  with  the  setting  he  is  offered. 
And,  if  it  is  not  strange  that  in  Scot- 
land— her  rugged  physical  character 
being  much  akin  to  that  of  the  wind- 
swept Isles  of  Greece — the  Hellenic 
formula  should  lend  itself,  thus  per- 
fectly, to  the  achievement  of  this  par- 
ticular triumph,  how  well  too  did  Brit- 
ain's art  movement,  of  the  eighteenth 
century,  testify  to  the  suitability  of  that 
formula,  possibly  with  various  modifi- 
cations, to  scenes  widely  different  from 
those  encircling  the  Acropolis.  Set  amid 
the  placid,  genial  English  landscape,  the 
classic  building  often  looks  as  though  it 
had  grown  up  like  the  surrounding  ver- 
dure— a  house  not  built  with  hands — 
perhaps  incidentally  reminding  of  the 
full  pertinence  of  the  line: 

"The  stately  homes  of  England." 

Or,  again,  walking  in  London  near 
the  British  Museum  —  that  refined 
Greek  temple,  designed  by  Sir  Robert 
Smirke  just  when  the  archaeological 
fervor  was  beginning  to  wane — the  gaze 
will  frequently  rest  fondly    on  where 


trees  are  juxtaposed  to  pediment  and 
pillars,  so  presenting  that  exquisite  con- 
tradistinction between  hard,  cold  sever- 
ity, and  graceful  suavity,  which  has  been 
imagined  as  precious  to  the  group  who 
used  to  gather  at  Lord  Burlington's 
house,  doubtless  fostering  their  dis- 
cipleship  of  the  antique.  The  greatest 
art,  of  course,  originates  in  joy  or  sor- 
row actually  experienced  by  the  artist, 
and  not  in  emulation  on  his  part  of 
earlier  work.  But,  then,  a  tense  venera- 
tion for  Hellas  was  surely  an  emotion 
well  worth  uttering.  Besides,  the  act 
of  copying  enters  largely  into  every 
species  of  artistic  creation,  and  what  is 
called  individuality,  what  is  called  in- 
spiration, come  to  the  artist  from  on 
high,  it  being  therefore  idle  for  him  to 
search  for  them  deliberately.  Only  over 
form,  over  technique,  has  he  any  con- 
trol; and  thus  it  is  impossible  for  him 
to  ponder  too  deeply  upon  these,  or  to 
set  himself  too  high  a  standard  where 
they  are  concerned.  Hence,  did  not  the 
British  classicists  act  wisely  in  espous- 
ing reverently  the  ideals  of  the  Greeks? 
— those  lofty  ideals  whose  immortal  na- 
ture is  symbolized,  as  it  appears  to 
some,  by  the  tiny  gem  whereon  is 
graven,  in  delicate  lines,  a  hand  up- 
holding a  flaming  torch. 

New  York 


GOD '"THE  MAESTRO 

The  Great  Conductor  lifts  his  wand ! 

.And  bow  and  string  thrill  with  the  symphony  of  spring. 

Pink  and  green,  crimson,  blue  and  purple  answer  to  the  Master's  call. 

Gold-tipped  arrows  speed  with  keen  incisive  flight  into  the  hearts  of  things; 

And  all  the  world  is  ravished  by  the  sun. 

The  pallid  winter's  silence  breaks, 

And  lo!  the  heart  and  soul  of  me  awakes — and  sings. 

Mrs.  George  W.  Stevens 

Toledo  Museum  of  A  rt 
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Tapestry  depicting  a  passage  from  Don  Quixote.    Don  Quixote  is  carried  on  Saticho's 
thead\'enture  with  the  Yang uerians.   Woven  by  the  sons  of  Jacob  Vandergoten 
after  cartoons  by  Procaccini. 
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EXHIBITS  OF  TAPESTRIES  AND  CARPETS  LOANED 
BY  HIS  MAJESTY  THE  KING  OF  SPAIN 


The  Marquis  de  Valverde 

{Translated  by  Mr.  Emilio  M.  Amores) 


THE  plan  of  holding  in  this  coun- 
try, under  the  auspices  of  the  His- 
panic Society  of  America,  an  exhi- 
bition of  tapestries  and  carpets  from  the 
royal  factory  of  Madrid  met  with  the 
hearty  and  enthusiastic  support  of  His 
Majesty  King  Alfonso  XIII  of  Spain. 
The  whole  world  realizes  the  humani-  . 
tarian  mission  which  our  monarch  has 
undertaken  at  this  moment  of  terrible 
trial  for  the  nations  of  Europe.  Don 
Alfonso,  animated  by  a  true  humani- 
tarian feeling,  using  his  great  influence 
and  showing  characteristic  activity  in 
behalf  of  those  who  suffer,  devotes  him- 
self whole-heartedly  to  the  most  noble 
enterprise  of  finding  out  personally  the 
fate  that  has  befallen  thousands  of  per- 
sons, regardless  of  nationalities,  whose 
fate  is  a  source  of  anxiety  to  their  re- 
spective families.  Time  and  again  has 
his  noble  heart  rejoiced  when  he  was 
able  to  communicate  to  wives,  mothers, 
and  fiancees  the  glad  tidings  that  their 
relatives  and  dear  ones  were  living, 
though  prisoners  in  a  far-away  encamp- 
ment, which  was  at  least  a  consolation 
to  those  who  only  had  in  their  minds 
thefear  of  death.  When,  unfortunately, 
he  has.  to  break  to  them  some  sad  news. 
His  Majesty  speaks  first  the  words  -of 
Christian  consolation,  and  the  mere  fact 
that  one  of  the  great  of  this  earth  has 
pronounced  such  kind  words,  produces 
the  eflfect  of  a  soothing  balm. 

He  does  not  only  personally  carry  out 
this  mission,  to  which  he  devotes  several 
hours  daily  and  which  deprives  him  of 
some  rest,  but  he  has  also  to  attend  to 
the  trying  and  urgent  duties  and  re- 
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sponsibilities  thrown  upon  him  under 
the  present  circumstances,  and  yet  he 
finds  time  to  attend  to  other  matters. 

Since  he  is  of  an  artistic  tempera- 
ment, and  very  proud  of  our  artistic 
productions,  the  idea  of  making  them 
known  all  over  the  world  always  pre- 
vailed in  his  mind.  He  remembered, 
doubtless,  that  the  royal  factory  of 
tapestries,  which  was  established  by 
one  of  his  predecessors  and  founder  of 
the  Bourbon  Dynasty,  Philip  V,  will 
soon  be  200  years  old,  and  deeply  re- 
gretted the  almost  total  ignorance 
which  prevails  concerning  the  artistic 
productions  thereof.  So  the  idea  of 
presenting  to  the  American  people,  by 
means  of  an  exhibition,  some  of  the 
masterpieces  produced  by  the  afore- 
said royal  factory  at  Madrid,  could 
not  but  be  favorably  received. 

In  order  to  put  in  practice  such  a  plan 
it  was  deemed  necessary,  in  the  first 
place,  to  use  the  spirit  and  influence  of 
everything  that  was  Spanish  in  the 
United  States,  in  cooperation  with  the 
"Hispanic  Society  of  America,"  which 
latter  forthwith  cheerfully  offered  the 
building  of  the  society  in  which  to  hold 
the  exhibition,  as  well  as  its  support  and 
valuable  cooperation  in  everything 
that  might  be  deemed  necessary.  His 
Excellency  Don  Juan  Riano  y  Gayan- 
gos,  Spanish  Ambassador  to  the  United 
States,  accepted  the  plan  with  the 
promptness  and  earnestness  which  he 
has  always  shown  in  the  fulfilment  of 
the  duties  of  his  high  office,  and  with 
the  deep  interest  he  has  invariably 
taken  in  artistic  matters,  of  which  he 
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Tapestry  depicting  three  passages  from  Don  Quixote.  "Don  Quixote  is  knighted,"  Part  i,  Chap.  in.   "The 

innkeeper  gives  Don  Quixote  to  drink  with  a  reed,"    Part  I,  Chap.  ii.    "The  muleteers  throw  stones  at 

Don  Quixote,"  Part  i.  Chap.  ill.    This  tapestry  belongs  to  the  set  entitled  "The  Adventures 

of  Don  Quixote"  woven  by  the  sons  of  Jacob  Vandergoten  after  cartoons  by  Procaccini. 


is  known  to  be  very  fond.  Therefore, 
the  execution  of  the  mission  which  His 
Majesty  has  kindly  entrusted  to  me, 
has  been  both  easy  and  pleasant,  and 
I  am  sure  that  the  enterprise  will  be 
successful,  as  shown  by  the  interest  and 
even  enthusiasm  with  which  the  exhibi- 
tion  has   been   received   in   the  great 


cities  of  New  York,  Washington,  and 
Buffalo. 

The  tapestries  and  carpets  exhibited 
represent  only  a  mere  sample  of  the  pro- 
ductions of  the  royal  factory,  within 
a  period  of,  say  from  1740  to  1800.  It 
was  preferred  in  making  these  selec- 
tions,   to  represent   the  different   ten- 
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dencies  of  the  epoch  in  which  they  were 
manufactured,  ending  with  tapestries, 
the  canvases  of  which,  being  the  work 
of  the  great  Goya,  are  marked  by  a 
genuinely  Spanish  style.  There  were 
added  to  such  an  exhibition  a  tapestry 
of  Flemish  style  and  three  carpets  which 
were  recently  made  (1916)  for  speci- 
mens, which  bear  witness  to  the  art  and 
traditions  of  the  factory,  which  are  just 
as  characteristic  now  as  they  were  in 
the  times  of  its  greatest  prosperity. 
Sr.  Cruzada  Villamil,  in  his  work  en- 
titled "Los  Tapices  de  Goya,"  says: 
"Of  all  the  European  courts,  Spain  is 
perhaps  that  which  has  made  greater 
use  of  tapestries  for  the  purposes  of 
decorating  and  covering  the  rooms  of 
the  royal  palaces.  Ever  since  the  suc- 
cessful reign  of  their  Catholic  Majes- 
ties, up  to  that  of  Don  Fernando  VII, 
an  infinite  number  of  tapestries  appear 
in  the  inventories  of  the  respective 
testamentaries,  and  upon  the  death  of 
Charles  III  there  were  more  than  1,000, 
both  old  and  modern  tapestries,  record- 
ed as  having  been  kept  in  the  royal  office 
of  tapestries,  or  covering  the  walls  of 
the  palaces  at  Madrid  and  other  royal 
places.  It  is  well  known  that  the 
grandees  of  Spain  and  the  wealthy 
magnates  possessed  numerous  collec- 
tions of  these  tapestries,  and  it  was  a 
common  thing  to  use  them  in  the 
churches   and    on   occasions   of   great 

festivities They  are  frequently 

mentioned  in  a  great  many  documents 
of  both  reigns,  being  called  tapestries 
in  Castile  and  Ras  cloths  in  Aragon. 
They  came  to  Castile  through  France, 
either  by  way  of  the  Basque  Provinces 
or  by  landing  at  Laredo,  those  Flemish 
tapestries  which,  going  across  the 
neighboring  empire,  were  jointly  im- 
ported under  the  aforesaid  name.  The 
tapestries  of  Arras  came  through  Bar- 
celona or  Valencia  to  the  kingdom  of 


Aragon.  Some  which  were  made  in 
Italy  were  shipped  at  Genoa.  Others 
going  through  the  Straits  of  Messina 
were  thus  sent  from  Venice  to  ports  of 
our  coasts.  The  town  of  Arras,  in 
ancient  Flanders,  was  the  cradle  and 
master  of  this  industry.  Since  the 
middle  ages  these  tapestries  have  been 
exported  to  Italy,  where  the  cloths 
from  Arras,  which  the  Italians  called 
'Arazzi,'  were  received.  As  they  came 
from  Italy,  the  kingdom  of  Aragon 
during  its  uninterrupted  commercial 
and  political  relations  with  that  penin- 
sula from  the  fourteenth  century  re- 
ceived them  under  the  name  by  which 
they  were  called  in  Italy.  So  in  Spain 
they  were  called  the  tapestry  cloth  of 
Ras." 

We  see  that  the  floor  tapestries  were 
imported  into  England  in  the  thirteenth 
century  by  Leonor  of  Castile,*  and 
the  Spanish  ambassador  who  preceded 
her.  Mateo  Paris,  monk  and  chronicler 
of  those  times,  states  that  the  inhabi- 
tants of  London  were  indignant  because 
of  the  great  luxury  displayed  by  the 
Spaniards  who  covered  the  floors  with 
really  precious  tapestries,  and  that  when 
Leonor  of  Castile  arrived  at  Westmin- 
ster she  found  the  rooms  which  had 
been  assigned  to  her  beautifully  deco- 
rated with  rich  tapestries,  as  fine  as 
those  used  in  churches,  and  the  floor 
entirely  covered  with  tapestries  after 
the  Spanish  fashion.  We  might  men- 
tion here  the  manufacturing  of  tapes- 
tries in  Spain  by  Spanish  masters;  but 
this  subject  would  distract  our  atten- 
tion and  carry  us  far  from  our  principal 
object  and,  on  the  other  hand,  would 
render  this  brief  sketch  exceedingly 
long,  should  we  undertake  to  copy 
many   documents   in   support   of  our 

'Leonor  of  Castile,  daughter  of  San  Fernando  and 
sister  of  Alfonso  X,  was  married  at  the  Huelgas  de  Bur- 
gos, on  the  1st  of  November,  1252,  to  Edward,  Prince 
of  Wales,  afterwards  Edward  I. 
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Tapestry  depicting  a  passage  from  Don  Quixote.  The  adventure  with  the  Biscayan,  Wo\'en  by  the 
sons  of  Jacob  Vandergoten  after  cartoons  by  Procaccini. 


assertions.  Therefore,  we  shall  confine 
ourselves  to  a  short  description  of  the 
establishment  and  subsequent  works 
produced  by  the  royal  factory. 

We  enter  now  on  the  period  of  the 
reign  of  Philip  V,  which  came  at  the 
end  of  the  succession  war.  As  we  have 
already  seen,  the  magnificent  court  of 
Spain  possessed — by  inheritance  —  an 
enormous  wealth  of  all  kinds  of  tapes- 
tries, a  wealth  which  successfully  and 
steadily  increased  by  new  acquisitions 
and  by  the  orders  and  requests  of  the 
diverse  reigns.  While  our  monarchs  had 


the  control  of  Flanders,  the  center  of  the 
manufacture  of  tapestries  since  the 
middle  ages,  it  was  from  there  that  the 
greater  portion  of  the  new  acquisitions 
of  our  kings  came.  The  situation  had 
entirely  changed,  and  wherever  the 
great  influence  of  the  House  of  Austria 
could  reach,  everything  was  forbidden 
to  us,  and  in  the  ancient  kingdom  of 
Flanders  it  was  impossible  to  order 
tapestries  to  enrich  and  decorate  the 
royal  palace.  Having  been  brought  up 
in  the  environment  of  the  court  of 
Louis  XIV,  Philip  V  could  not  help 
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coming  to  our  country  imbued  with 
the  ideals  which  surrounded  him  from 
childhood.  His  tendency  toward  mag- 
nificence and  splendor  was  notorious 
and,  captivated  by  such  ideas,  he 
always  showed  the  desire  to  construct 
the  royal  palaces  of  Madrid  and  San 
Ildefonso.  In  order  to  carry  out  his 
sumptuous  plans  it  was  not  sufficient  to 
spend  enormous  sums  in  the  construc- 
tion. He  wished  to  protect  the  arts  and 
the  artists  by  establishing  schools  and 
academies  which  would  produce  artists 
capable  of  appreciating  and  putting 
into  practice  his  grand  and  noble  pro- 
jects. Those  palaces  which  he  desired 
to  build  would  eventually  require  the 
incomparable  decorations  of  rich  tapes- 
tries, and  so  bearing  in  mind  the  im- 
possibility of  bringing  new  Flemish 
tapestries,  he  conceived  the  idea  of  es- 
tablishing such  manufactures  in  Spain. 
With  the  approval  of  Cardinal  Alberoni, 
Philip  V  ordered  that  all  necessary 
steps  should  be  taken  in  order  to  find 
in  Flanders  as  soon  as  possible  a  tapes- 
try master  and  such  official  assistance 
as  might  be  necessary  for  the  purpose 
of  establishing  in  Madrid  a  factory  of 
tapestries  similar  to  those  of  Flanders. 
Therefore  he  gave  the  proper  orders 
to  Don  Bernardo  de  Camby,  future 
superintendent  of  the  factory,  to  carry 
out  the  plan,  taking  the  necessary  pre- 
cautions in  the  way  of  a  guarantee  as 
to  the  qualifications  of  the  master  whose 
services  should  be  engaged.  Such  mea- 
sures gave  the  desired  results.  Jacob 
Vandergoten,  a  native  of  Antwerp,  and 
residing  in  that  city,  where  he  had  his 
factory,  promised  to  come  to  Spain. 

From  a  petition  {Archives  of  the  royal 
palace  at  Madrid.  Documents  relating  to 
the  royal  tapestries  factory  of  Santa  Bar- 
bara) which  the  sons  of  Vandergoten  ad- 
dressed to  King  Don  Carlos  III, we  take, 
almost  literally,  an  account  of  some 
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Tapestry  entitled  "The  Promenade"  after  a  cartoon  by 
Goya,  painted  for  the  bedroom  of  the  Princes  of 
Asturias  in  1778-79.  Woven  by  Don  Antonio  Puiiadas 
in  17S8,  under  the  management  of  Don  Livinio  Stuyk. 
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Tapestry-point  floor-carpet  made  for  the  "Casa  del  Labrador"  (House  of  the  Farmer)  a 

the  Royal  residence  of  Aranjuez.  Cartoon  by  Guillermo  Anglois.   Epoch  of 

King  Charles  III. 
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of  the  events  which  took  place  before 
the  installation  of  the  factory,  as  well 
as  some  data  concerning  the  subsequent 
works  thereof.  Don  Jacob  Vandergoten 
did  actually  come  to  Madrid,  accom- 
panied by  his  wife  and  six  children, 
after  having  been  compelled  to  over- 
come the  great  difficulties  which  he 
encountered  because  the  ministers  of 
the  empire  suspected  that  he  wished 
to  go  away  from  Flanders,  for  which 
reason  they  arrested  him  and  he  was 
nine  months  confined  in  the  castle  of 
Antwerp.  Not  only  did  they  confiscate 
all  his  estate,  but  they  also  seized  his 
magnificent  factory  of  tapestries,  which 
was  completely  destroyed.  He  insisted, 
however,uponkeepinghispledgetocome 
to  Spain,  and  he  finally  succeeded,  after 
exposing  himself  to  great  dangers  and 
troubles,  and  arrived  at  Madrid  on  the 
30th  of  July,  1720.  He  called  on  Don 
Bernardo  Camby,  and  was  introduced 
by  him  to  King  Philip  V,  who  imme- 
diately ordered  the  tapestry  factory  to 
be  established  at  the  house  called  that 
of  the  Abreviador,  at  the  gate  of  Santa 
Barbara.  Don  Jacobo,  his  eldest  son, 
and  four  officers  who  had  followed  him 
from  Flanders,  commenced  at  once  the 
tapestries  which  represented  "a  pastime 
of  countrymen  in  Flanders,"  similar  to 
that  of  Teniers  and  "a  hunting  of 
hawks."  These  he  made  from  such 
samples  as  he  managed  to  bring  along 
with  him  for  this  purpose. 

As  soon  as  this  new  establishment 
became  well  known  in  Madrid,  many 
Spanish  amateurs  earnestly  sought  en- 
trance therein  in  order  to  follow  and 
learn  this  trade;  but  only  six  were 
admitted  at  that  time,  and  the  proper 
authorization  was  granted  later  to  ad- 
mit more  applicants.  In  1724,  after  a 
long  illness,  Don  Jacobo  died;  but  as 
the  king  always  showed  his  earnest 
desire   of   promoting   the   factory,    he 


ordered  that  Don  Francisco  Vander- 
goten, as  the  eldest  son,  should  con- 
tinue to  act  as  master,  and  that  his 
noble  brothers  earnestly  devote  them- 
selves to  this  trade,  in  spite  of  the  fact 
that  the  second  of  them  had  already 
commenced  to  study  painting.  His 
Majesty  also  ordered  that  Don  Andres 
Procaccini  should  paint  the  history  or 
fable  of  Don  Quixote  de  la  Mancha, 
and  some  time  afterward  he  ordered 
Mr.  Huas  (Howace)  to  paint  that  of 
Telemachus  in  order  to  supply  such 
copies  as  were  needed  and  to  continue 
that  kind  of  work  without  interruption. 
Both  went  to  work  in  earnest,  but  Mr. 
Huas  finished  only  two  paintings  or 
pictures  of  the  four  which  he  should 
have  done. 

In  1729  the  king  ordered  Don  Ber- 
nardo Camby  to  establish  another  fac- 
tory wherein  looms  should  operate,  and 
for  that  purpose  they  asked  Don  An- 
tonio Lenger,  who  was  a  master  and 
expert  in  looms  in  France,  to  come  from 
that  country,  and  he,  together  with 
several  officers  and  assistants  of  Don 
Francisco  Vandergoten,  established  the 
factory.  Not  being  quite  satisfied  yet. 
King  Philip  V  decided  to  establish  a 
new  factory  at  Seville,  where  His  Maj- 
esty was  stopping  at  the  time,  and  there 
was  commenced  the  work  on  the  tapes- 
tries which  represent  the  conquest  of 
Tunez  by  Charles  V,  taken  from  the 
magnificent  originals  of  William  de 
Pannemaker,  which  had  been  the  prop- 
erty of  the  Spanish  Crown  from  the 
time  of  Charles  V.  Don  Francisco  Van- 
dergoten remained  at  the  head  of  this 
factory  until  the  king  returned  to  Ma- 
drid, where  a  house  was  assigned  to  Van- 
dergoten in  the  street  of  Santa  Isabel, 
in  order  that  he  should  re-establish  the 
factory  under  his  charge. 

Shortly  afterward  they  commenced 
to   weave  Turkish  carpets   under  the 
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Tapestry  after  Goya's  i 


artoon  "The  Picnic."   This  was  the  first  cartoon  ever  painted  by  Goya  for  the  Royal 
of  Tapestries.    Woven  in  1777.    A  copy  was  presented  to  King  Leopold 
of  Belgium  by  H.M.  Queen  Isabela  II. 


direction  of  Cornelius  Vandergoten,  and 
thenceforth  the  factory  began  to  have 
troubles  in  its  management  and  en- 
countered economical  difficulties  which 
at  times  interrupted  its  proper  opera- 
tion, because  of  the  lack  of  superior 
material.    In  spite  of  the  petition  which 


the  Vandergoten  brothers  addressed  to 
King  Charles  III,  it  is  understood  that 
up  to  that  time  the  factory  had  pro- 
duced for  the  royal  service  five  tapes- 
tries called  the  "Sagrada  Familia"  (the 
Sacred  Family),  the  canvases  of  which 
had  been  suggested  by  the  original  of 
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Rafael  de  Urbine,  "La  Historia  de 
Telemaco"  (The  History  of  Telema- 
chus) ;  that  of  Cyrus  and  many  Flemish 
scenes  imitating  those  of  Teniers,  five 
of  them  having  been  reproduced  from 
copies  which  Vanloo  painted  for  that 
purpose.  Some  of  these  were  repeated 
in  order  to  avoid  interruptions  in  the 
operation  of  the  factory.  Immediately 
after  came  some  samples  weaved  from 
canvases  painted  by  Don  Andres  Calle- 
ja  and  Don  Antonio  Gonz&lez,  for  the 
royal  palaces  of  San  Lorenzo  del  Escorial 
and  the  Buen  Rctiro,  representing  the 
four  seasons  of  the  year,  in  accordance 
with  paintings  of  Amiconi ;  also  the  His- 
tory of  Salomon,  suggested  by  the  paint- 
ings of  Jordon,  and  assigned  to  the  new 
royal  palace.  Finally  there  were  pro- 
duced many  works  of  loose  cloth  cover- 
ings ornamented  with  coats-of-arms, 
borders,  carpets,  and  tapestries,  the 
numberofwhich  was  equal  to  that  of  the 
tapestries  mentioned  above.  The  repairs 
which  were  carried  out  in  the  factory 
should  not  be  overlooked,  inasmuch  as 
they  were  really  remarkable.  Not  the 
least  trace  could  be  detected  of  the 
fact  that  some  parts  had  been  added  or 
restored.  Finally,  we  mention  certain 
works  which  were  done  in  the  factory 
for  the  decoration  of  furniture  of  the 
royal  service,  among  which  there  is  a 
wonderful  tapestry  of  gold,  silk,  and 
worsted  work  for  the  king's  bed. 

The  confidence  which  the  Vander- 
gotens  had  placed  in  Charles  HI  was 
not  in  vain,  as  this  monarch  did  trans- 
mit to  the  factory  a  great  activity  of 
which  it  gave  practical  proofs  after  his 
arrival  in  Spain.  He  took  into  con- 
sideration the  petition  which  the  four 
brothers  addressed  to  him,  and  a  thor- 
ough inspection  of  the  factory  was 
made,  thus  avoiding  productions  of 
inferior  quality.  By  a  royal  order, 
bearing  date  of   December  31,    1762, 
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he  commanded  Don  Antonio  Rafael 
Mengs,  painter  of  the  royal  household, 
to  take  charge  of  the  management  and 
direction  of  the  paintings  to  be  done 
for  the  royal  factory  by  painters  who 
were  members  of  the  royal  household. 
In  the  meantime  the  Vandergoten 
brothers  were  successively  dying,  the 
only  survivor  of  the  four  being  Cor- 
nelius, who  had  charge  of  the  adminis- 
tration of  the  royal  factory  from  1774 
to  1786,  when  he  died.  Not  being  able 
to  attend  to  it  directly  himself,  for 
many  years  he  had  entrusted  the 
management  to  the  Spanish  masters, 
Antonio  Moreno,  Manuel  Sanchez,  Do- 
mingo Gal^n  and  Tom^s  del  Castillo, 
who  expected  to  succeed  him  when  he 
died.  But  it  did  not  so  happen,  in 
spite  of  the  protest  which  they  made, 
because  Don  Cornelius  had  brought  his 
nephew,  Don  Livinio  Stuyk,  from  Ant- 
werp, and  he  succeeded  him  in  the 
direction  of  the  factory. 

In  July  oi  1776,  the  paymaster- 
general  of  His  Majesty  asked  Don  An- 
tonio Rafael  Mengs,  not  only  the  names 
of  the  painters  who,  in  his  opinion, 
could  advantageously  work  for  the 
royal  factory,  but  also  asked  him  con- 
cerning those  who,  being  included  in 
the  number  which  he  had  indicated, 
should,  in  his  opinion,  have  the  prefer- 
ence, whereupon  Mengs  answered  rec- 
ommending first  Castillo,  then  Bayeu, 
Goya,  and  N&poli.  The  works  belong- 
ing to  Goya  were  immediately  distrib- 
uted, these  being  the  canvases  for  the 
tapestries  which  were  to  decorate  the 
walls  of  the  dining-room  and  dormitory 
of  the  Princes  of  Asturias.  Goya  did 
not  rest,  but  bravely  went  to  work,  and 
on  the  30th  of  October,  1776,  delivered 
his  first  painting,  which  was  to  decorate 
the  d.ining-room,  a  work  which  is  called 
"La  Merienda,"  which  appears  in  the 
present  exhibition.    As  early  as  1778 
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Tapestry  after  Goya's  cartoon  ei 


titled  "Blind  Man's  Bluff."  Woven  by  Don  Santiago  Amoroso  ir 


Goya  had  already  finished  all  the  paint- 
ings which  would  be  used  for  weaving 
the  tapestries  for  the  dining-room,  and 
which  were  entitled  as  follows:  "EI 
Baile  (which  also  appears  in  the  exhi- 
bition), "La  Cometa,"  which  is  also 
exhibited,  and  three  more,  making  a 
total  of  six  large  cloths,  and  four  more 
cornices  containing  similar  scenes. 

Considering  the  eccentric  character 
of  Goya,  it  is  impossible  to  expect  uni- 
formity in  his  productions.  He  often 
paints  from  memory,  neglecting  and  re- 
jecting whatever  does  not  please  him; 
then  he  finishes,  in  a  wonderful  manner, 
such  a  painting,  putting  in  the  features 
or  details  he  likes  most — that  which  in- 


spires him  and  makes  a  deep  impression 
on  him,  forgetting  himself,  and  indulg- 
ing in  the  grossest  inaccuracies  and 
oversights,  both  in  the  proportion  and 
in  the  drawings,  whenever  his  senti- 
ments, the  subject,  or  his  impatience  do 
not  transmit  to  his  palette  the  feelings 
whence  arises  the  inspiration  necessary 
to  portray  on  canvas  the  peculiar  con- 
ceptions of  his  genius.  There  is  not  a 
single  one,  however  small  it  may  be, 
that  does  not  contain  some  wonderful 
beauty  worthy  of  praise  and  admiration, 
now  in  the  color,  now  in  the  composi- 
tion, and  always  in  that  expression  and 
power  with  which  his  great  mind  puts 
a  seal  on  everything  that  comes  from 
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his  brush  (Cruzada-Villamil).  The 
beautiful  tapestries  made  by  Goya, 
which  kings  and  all  the  royal  family 
had  constantly  before  them,  won  for 
him  their  admiration  and  esteem,  and 
he  was  successively  appointed  painter 
to  the  king,  in  1786;  of  the  royal  house- 
hold, in  1799,  and,  finally,  the  first 
painter  of  the  same  in  1799.  During 
those  periods,  he  executed  numerous 
paintings  which  served  as  models  for 
as  many  tapestries,  until  he  was  ap- 
pointed first  painter  of  the  royal  house- 
hold, and  then  he  no  longer  supplied 
paintings  to  the  royal  factory. 

We  have  given  the  history  of  this 
factory  down  to  the  time  when — owing 
to  the  death  of  Don  Cornelius  Vander- 
goten — his  nephew,  Stuyk\'andergoten, 
became  director  in  1786,  Shortly  after- 
wards Charles  III  died,  and  his  son 
Charles  IV  came  to  the  throne.  The 
circumstances  under  which  Stuyk  was 
appointed  director  of  the  factory  were 
not  favorable,  inasmuch  as  the  Spanish 
masters,  having  lost  all  hope  of  directing 
the  factory  themselves,  did  not  work 
with  a  will,  while  the  painters  them- 
selves were  not  better  disposed.  Finally 
the  precarious  condition  of  the  national 
treasury  did  not  permit  properly  meet- 
ing the  expenses  of  the  factory,  let  alone 
the  fact  that,  in  those  times,  there  no 
longer  existed  the  taste  and  enthusiasm 
for  the  fine  arts  which  formerly  had  so 
powerfully  contributed  to  the  prosper- 
ity thereof.  Stuyk  often  appealed  to 
the  king,  requesting  him  to  supply  origi- 
nal paintings  in  order  to  be  able  to 
weave  tapestries,  and  he  claimed  that 
the  painters  were  indolent  and  begged 
that  their  place  should  be  taken  by 
others:  but,  for  some  reason  or  other, 
his  suggestions  were  not  heeded,  with 
the  result  that  the  factory  suffered  a 
remarkable  decay.  And,  what  is  still 
worse,  then  the  French  invasion  took 
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Tapestry  after  Goya's  cartoon  "The  Hawseller."    It 

was  painted  for  the  bedroom  of  the  Princes  of  Asturias 

in  1778-79.   Woven  in  1786  under  the  management  of 

Don  Ltvinio  Stuyk  Vandergoten. 
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Tapestry  in  the  Flemish  style.     It  represents  the  wedding  of  a  couple  of  peasants  at  the  door  of  a 

church.   Woven  contemporaneously  at  the  Royal  Manufacture  of  Tapestries.    It  is  a 

copy  of  another  tapestry  presented  to  M,  Poincare,  President  of  the 

French  Republic,  by  H.M.  King  Alfonso  XIII. 


place  and  the  royal  factory  was  trans- 
formed into  barracks,  and  was  almost 
entirely  destroyed.  Everything  was  sus- 
pended until  the  return  of  Ferdinand 
VII,  in  1815,  and  at  that  time  the 
widow  and  son  of  Livinio  Stuyk  applied 
for  the  re-establisbment  of  the  factory. 
The  looms  were  actually  installed,  and 
the  reproduction  of  the  existing  models 
of  Goya  and  Bayeu  was  commenced, 
and,  at  the  same  time,  great  impetus 
was  given  to  the  manufacture  of  carpets 
and  to  the  repair  of  a  great  number  of 


tapestries  existing  both  in  the  palace 
and  in  the  houses  of  the  grandees.  Then 
came  the  civil  war,  however,  and  again 
a  great  decay  was  noticeable,  the  fact 
being  that  the  work  was  confined  to 
some  orders  of  the  crown  which  gen- 
erally consisted  of  presents  to  the  princes 
of  the  reigning  families  and  of  the  repair 
of  old  tapestries. 

As  early  as  the  reign  of  Don  Alfonso 
XII,  the  evils  of  other  times  began  to 
be  prevented.  Care  was  taken  to  keep 
the  new  looms  well  supplied  with  mas- 
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ters  and  apprentices  who,  being  edu- 
cated by  the  old  artists  still  living, 
might  eventually  be  able  to  give  again 
to  the  great  factory  the  prosperity  and 
splendor  it  had  formerly  enjoyed.  Dur- 
ing the  regency  of  Dona  Maria  Cristina 
the  work  of  regeneration  and  recon- 
struction was  carried  out,  and  the  pres- 
ent plant  and  annexed  buildings  were 
constructed  for  the  manufacturing  of 
tapestries  and  carpets.  Don  Alfonso 
XIII  continued  in  great  earnest  and 
steadily  the  work  commenced  by  his 
parents,  giving  it  a  great  impetus 
and  taking  special  care  to  enable  the 
factory  to  produce  not  only  articles  for 
the  royal  household  and  the  Spanish 
nation,  but  also  in  order  that  its  pro- 
ductions— that  is  to  say,  its  tapestries 
and  carpets — ^might  be  known  and  duly 
appreciated  abroad.  It  is  evident  that 
such  an  industry  cannot  be  improvised 
or  established  on  short  notice,  not  even 
enlarged  as  desired,  because  the  artists 
and  artificers  cannot  be  produced  ex- 
cept after  a  long  and  careful  apprentice- 
ship, and  strict  selection.  Therefore, 
although  their  production  is  steadily 
increasing,  the  orders  are  subjected  to 
the  natural  slowness  required  by  such 
conscientious  work. 

We  have  endeavored  to  follow,  step 
by  step,  the  history  and  vicissitudes  of 
the  royal  factory,  history  and  vicissi- 
tudes which  are  in  keeping  with  those 
of  our  country.  We  have  seen  how,  from 
1720  up  to  the  present  time,  there  has 
been  traditionally  preserved  in  one  fam- 
ily the  technical  direction  of  the  factory, 
re-establishing  in  Spain  the  production 
of  Flemish  tapestries ;  we  observed  after- 
ward how  the  industry  acquired  a  genu- 
inely Spanish  character  after  Charles 
III,  and  that  this  character  has  been 
maintained  up  to  the  present  time,  not- 
withstanding the  great  difficulties  men- 
tioned.  W^hile  the  artistic  methods  em- 
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ployed  in  this  factory  are  eminently 
traditional,  it  must  be  admitted  that 
the  technical  processes  used  are  no  less 
so,  because,  taken  as  a  whole,  the  pres- 
ent manufacture  is  just  as  it  was  in  the 
time  of  its  foundation,  and  the  threads 
which  constitute  the  weft  or  warp  of  the 
weaving  are  entirely  the  same  as  those 
which  were  employed  200  years  ago  and 
they  are  woven  by  the  same  process. 
The  silk,  wools,  and  worsted  yarns  are 
identical,  not  only  as  regards  their  spin- 
ning and  quality,  but  also  in  regard  to 
their  origin;  the  colors — which  is  a  fea- 
ture of  great  importance  in  this  indus- 
try— are  formed  by  the  same  materials 
and  mixtures  which  were  used  and  made 
in  the  olden  times.  The  feature  of  fast- 
ness was  required  as  an  indispensable 
requisite  in  a  color  or  shade,  and  the 
ingredients  must  not  eventually  attack 
or  affect  the  silks  and  wools.  Philip  V 
and  the  general  chamber  of  commerce 
of  the  kingdom  realized  to  such  extent 
the  great  importance  of  the  dying  indus- 
try that  as  early  as  1734  it  was  deemed 
necessary  to  create  the  office  of  director- 
general  of  dyes  of  the  kingdom,  an  office 
which,  after  due  consultation  with  the 
royal  factory  of  tapestries  and  other 
official  corporations,  was  entrusted  to 
Don  Manuel  de  Robles,  supervisor  of 
the  Guild  of  Dyers  of  Madrid. 

It  is  well  known  that  in  olden  times 
none  of  the  dyes  were  used  which  are 
used  today  in  the  modern  dyeing  indus- 
try, and  the  disappearance  from  the 
market  of  those  which  were  used  before, 
constitutes  for  the  royal  factory — which 
continues  to  employ  them — one  of  the 
greatest  drawbacks,  which  can  only  be 
overcome  after  making  the  greatest 
efforts.  The  present  directors — Don 
Livinio  Stuyk  and  his  sons — putting 
in  the  work  all  the  enthusiasm  which 
both  the  artistic  and  family  traditions 
bring  to  them,  are  the  persons  to  whom 
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Tapestry  in  the  Flemish  Style,  woven  after  a  cartoon  by  Andres  Calleja.    It  represents  peasants  drinking  and 

smoking,  a  woman  washing  by  a  welt,  hens  on  a  heap  of  manure,  and  to  the  right,  a  woman 

trying  to  raise  a  drunken  man. 

has  been  entrusted— under  the  high  patrioticenterpriseof  giving  new  splen- 
protection  of  His  Majesty  the  King,  the  dor  and  impulse  to  the  royal  tapestry 
carrying  out  of  the  enlightening  and     factory  established  at  Madrid. 

THE  ARTIST'S  ANGEL 

The  ears  need  not  enchanted  sound  within  thy  gates 

To  picture  in  the  earthly  eyes  heav'n's  occult  scene: 

The  imaged  angel  of  the  "uplift"  silent  waits 

The  vision  to  entrance  with  seraph  mien: 

Not  where  the  purpled  Hght  through  lantern  streams, 

Nor  pictured  history  of  window  throws, 

But  in  the  apex  of  thy  fret-arch  gleams 

Her  mystic  gaze — there  spirit-rapture  glows. 

FRANK  MOORE  JEFFERY 
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Iphigenia  in  Michigan 

Between  the  Clashing  Rocks,  beyond  the  Sea 
Inhospitable,  to  the  Taurian  land, 
Less  hospitable  still,  from  Aulis  strand, 
Iphigenia,  we  are  borne  with  thee; 
From  our  hard,  sordid,  modern  world  set  free. 
As  by  a  goddess'  timely  succoring  hand, 
With  gods  and  heroes  we  awhile  may  stand, 
And  breathe  the  air  of  pure  Antiquity. 
All  thanks,  fair  priestess,  and  ye  noble  pair 
Of  more  than  brothers,  for  the  heroic  thrill; 
And  you,  sad  exiles,  turning  homesick  eyes 
Toward  Hellas,  we  your  lyric  longing  share; 
We  see,  o'er  barbarous  force  triumphant  still, 
Athena  with  her  shining  Eegis  rise. 

Hobarl  CoUege  HERBERT  H.  YEAMES 


A  scene  from  the  performance  o(  Euripides'  Iphigenia  in  Tauris  recently  given  at  the  University 
of  Michigan.   Athena  with  her  shining  Eegis  rises  to  the  right. 
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Sixth  Annual  Meeting  of  the  College  Art  Association  of  America 

THIS  meeting  of  the  Association  in  Cincinnati,  Ohio,  April  5,  6,  and  7,  was  a 
decided  success  in  spite  of  the  fact  that  war  conditions  prevented  the  attend- 
ance of  some  of  the  eastern  members. 

Opportunity  was  afforded  for  examining  not  only  the  mural  decorations  in 
the  University  and  the  permanent  collections  of  the  Museum,  but  fortunately  the 
fine  Persian  exhibit  which  was  assembled  for  the  San  Francisco  Fair  was  also  on 
view.  The  Rookwood  Pottery  was  visited.  Mrs.  Emery  kindly  opened  her  house  for 
the  inspection  of  her  choice  collection  of  paintings.  Owing  to  a  most  unfortunate 
and  regrettable  accident  to  Hon.  Charles  H.  Taft  the  Association  was  deprived  of 
the  privilege  of  visiting  the  famous  Taft  collections. 

One  important  phase  of  the  Association's  activities  was  presented  in  the 
reports  of  several  committees.  During  the  year  very  satisfactory  progress  has 
been  made  by  committees  on:  "Books  for  the  College  Art  Library,"  George  H. 
Edgell,  chairman.  Harvard;  "Reproductions  for  the  College  Museum  and  Art 
Gallery,"  David  M.  Robinson,  chairman,  Johns  Hopkins;  "Loan  Exhibits  for 
Colleges,"  William  A.  Griffith,  chairman,  Kansas. 

For  the  Committee  on  Investigation  of  Art  Education  in  American  Colleges 
and  Universities,  Holmes  Smith,  chairman,  Washington  University,  reported 
that  through  Hon.  P.  P.  Claxton,  United  States  Commissioner  of  Education, 
arrangements  have  been  made  for  cooperation  in  this  investigation  between  the 
Bureau  of  Education  and  this  Association. 

The  discussion  of  the  "Report  of  a  Committee  of  the  American  Association 
of  Museums  on  the  Training  of  Museum  Workers"  brought  out  the  universal 
opinion  that  the  solution  of  this  interesting  question  has  not  yet  been  reached. 

As  usual  in  the  meetings  of  this  Association,  the  "round  table"  discussions 
after  dinner  were  very  valuable  and  effective.  The  first,  on  "What  Kind  of 
Technical  Art  shall  be  Taught  to  the  A.B.  Student?",  was  opened  by  James  R. 
Hopkins.  Cincinnati  Art  Museum,  William  M.  Hekking,  Kansas,  and  Louis 
Weinberg,  College  of  the  City  of  New  York.  The  prevailing  opinion  seemed  to 
be  that  the  A.B.  student  should  be  taught  the  fundamentals  of  technical  training. 

The  second,  on  "Non -Technical  Laboratory  Work  for  the  Student  of  the 
History  of  Art,"  was  opened  by  Rossiter  Howard,  South  Dakota,  George  B.  Zug, 
Dartmouth,  Edith  R.  Abbot,  Metropolitan  Museum,  and  H.  H.  Powers,  President 
of  the  Bureau  of  University  Travel.  From  this  discussion  it  was  evident  that 
there  is  the  greatest  abundance  of  very  interesting  laboratory  work  which  is 
entirely  non-technical  in  character.  But  the  most  vital  and  far-reaching  "round 
table"  topic  was  "How  Can  W'e  Increase  the  Number  of  Future  College  Gradu- 
ates Who  Shall  Have  Received  Some  Artistic  Inspiration  Through  Art  Instruc- 
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tion  During  Their  Undergraduate  Career?".  This  was  opened  by  Holmes  Smith, 
Washington  University,  H.  R.  Cross,  Michigan,  E.  J.  Lake,  Illinois,  and  H.  E. 
Keyes,  Dartmouth.  Interesting  and  valuable  as  were  the  suggestions  that  were 
made,  the  deep-seated  conviction  of  those  present  was  that  we  are  but  at  the 
beginning  of  the  consideration  of  this  great  question. 

Interesting  papers  on  pedagogical  questions  were  presented:  'The  Teaching 
of  Drawing  and  Design  in  the  Secondary  Schools."  Arthur  Pope,  Harvard, 
and  Deborah  Kallen,  Boston  Museum  of  Fine  Arts;  "Evolution  of  the  Dwelling 
and  Its  Furnishing  as  a  Proper  Study  in  the  A.B.  Course,"  Stella  Skinner, 
Northwestern;  "Architecture  as  an  Academic  Subject,"  A.  M.  Brooks,  Indiana; 
"The  Function  and  Value  of  the  Syllabus  in  Teaching  the  History  of  Art,"  A. 
V.  Churchill,  Smith.  The  historical  side  of  the  work  was  well  represented  by 
papers  on  "Caricature  in  Ancient  Art,"  David  M.  Robinson,  Johns  Hopkins; 
"The  Hunter  Artists  of  the  Old  Stone  Age,"  Philip  Van  Ness  Meyers,  Cincin- 
nati; "The  Meleager  of  the  Fogg  Museum  and  Related  Works  in  America," 
George  H.  Chase,  Harvard.  An  interesting  paper  on  "What  People  Enjoy  in 
Pictures"  was  presented  by  Frank  B.  Tarbell,  Chicago. 

The  following  officers  were  unanimously  re-elected:  President,  John  Pickard, 
Missouri ;  Vice-President,  George  H.  Chase,  Harvard ;  Secretary-Treasurer,  Charles 
T.  Kelley,  Ohio  State.  For  the  first  time  in  the  history  of  the  Association  the 
treasurer's  report  showed  that  the  finances  of  the  Association  are  in  a  satisfactory 
condition.  It  was  therefore  voted  to  publish  the  proceedings  of  this  meeting  in 
full  and  to  send  copies  to  all  members  of  the  Association.  It  was  tentatively 
voted  to  hold  the  next  annual  meeting  of  the  Association  during  the  Easter 
holidays  in  igi8  in  the  Metropolitan  Museum,  New  York  City. 

JOHN  PICKARD 

cAmerican  Archaeological  Work  of  this  Summer 

THE  anthropological  department  of  the  American  Museum  of  Natural  History, 
according  to  an  announcement  in  the  March  issue  of  its  Journal,  is  planning 
extensive  archaeological  work  in  the  Southwest  during  the  coming  summer.  Mr. 
Nelson  expects  to  do  reconnaissance  work  over  a  large  area  of  south  central  New 
Mexico  in  order  to  complete  the  survey  of  the  ancient  pueblo  region  in  which 
glazed  pottery  occurs;  Mr.  Leslie  Spier  will  extend  his  archaeological  recon- 
naissance, begun  at  Zufii  in  1916,  to  the  drainage  of  both  the  Little  Colorado  and 
the  Gila  rivers  in  Arizona;  and  Mr.  Earl  H.  Morris  will  proceed  with  the  exca- 
vations of  the  famous  pueblo  ruin  at  Aztec  in  northwestern  New  Mexico. 

The  Bureau  of  American  Ethnology  and  the  Museum  of  the  American  Indian, 
Heye  Foundation,  will  initiate  the  work  of  excavating  the  ruined  pueblo  of 
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Hawikuh,  near  Zuni.  New  Mexico,  during  the  summer.  This  large  pueblo,  which 
dates  from  prehistoric  times,  was  one  of  the  "Seven  Cities  of  Cibola"  of  the  early 
Spanish  period;  it  was  seen  by  Fray  Marcos  de  Niza  in  1539,  stormed  and  cap- 
tured in  the  following  year  by  Coronado,  who  named  it  Granada,  and  was 
finally  abandoned  in   1670.  F.  w.  H. 

a4  Greek  Play  at  Ann  Arbor 

THE  Greek  consul  from  Detroit  with  five  hundred  of  his  fellow-countrymen, 
the  speech  to  them  by  Professor  Meader  in  modern  Greek,  and  the  impas- 
sioned reply  by  one  of  the  Greek  delegation,  added  an  international  touch  to  the 
splendid  production  of  the  Iphigenia  in  Tauris,  given  in  the  Hill  Auditorium  on 
March  29,  at  Ann  Arbor,  Michigan.  The  writer  happened  to  be  in  Ann  Arbor 
and  attended  the  performance,  and  bears  witness  to  the  fact  that  the  University 
of  Michigan  Classical  Club  staged  and  produced  Euripides'  famous  play  in  such 
a  fashion  that  the  Iphigenia  at  Ann  Arbor  must  take  its  place- with  the  two  or 
three  other  really  great  productions  of  Greek  plays  in  this  country. 

The  play  was  given  in  connection  with  the  fifty-second  annual  meeting  of  the 
Michigan  Schoolmasters'  Club,  and  was,  of  course,  the  great  event  of  the  meeting. 
The  audience,  which  filled  the  five  thousand  seats  of  the  Auditorium,  was  very 
enthusiastic,  and  justly  so.  The  music,  which  was  composed  especially  for  the 
play  by  Prof.  Albert  A.  Stanley,  on  the  basis  of  ancient  Greek  modes  and 
rhythms,  left  nothing  to  be  desired  either  in  its  melodic  suggestions  or  in  its 
function  of  intensifying  action  and  emotion.  The  graceful  lines  and  harmonious 
colors  of  the  costumes,  designed  by  Dr.  Orma  F.  Butler,  and  the  dances  of  the 
chorus,  cannot  be  truly  appreciated  without  having  been  seen.  The  dramatis  per- 
sona- were  students  who  either  in  Latin  plays  or  other  college  dramatics  had 
already  shown  histrionic  ability.  Miss  May  Sanders,  '18,  as  leader  of  the  chorus, 
Lewis  Waldo,  '17,  as  the  messenger  to  the  king,  Ralph  Carson,  '17,  and  Clarence 
Hunter,  '17,  as  Pylades  and  Orestes,  all  played  their  parts  with  distinction.  The 
part  of  Iphigenia  was  taken  by  Charlotte  Kelsey,  'i8,  the  younger  daughter  of 
Prof.  F.  W.  Kelsey,  and  it  was  done  to  perfection.  Miss  Kelsey  is  a  beautiful 
and  talented  girl,  and  she  gave  to  the  part  the  dignity  of  the  Tauric  priestess, 
the  charm  of  the  Greek  princess,  and  the  natural  winsomeness  of  the  Greek 
maiden.  Back  of  the  whole  performance  were  the  assiduous  attention  and  classic 
judgment  of  Prof.  Campbell  Bonner  of  the  department  of  Greek,  and  the  good 
taste  and  the  unflagging  zeal  of  Professor  Kelsey,  who  will  give  an  illustrated 
account  of  the  play  in  the  next  number  of  Art  and  Archaeology. 


{The  Book  Reviews  and  Notices  are  omitted  this  month  to  give  space  for  the  Table  of  Contents) 
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The  National  Monument  to  the  Author  of  the  Star  Spangled  Banner,  Francis  Scott  Key,  to  be 
erected  at  Fort  McHenry,  Baltimore,  where  the  song  was  written.   The  sculptor, 

Charles  H.  Niehaus,  is  seen  beside  his  statue. 


,  Google 


ART  mxR 
ARCHAEOLOGY 

The  Arts  Throughout  the  Ages 


Volume  VI 


JULY,  1917 


THE  NATIONAL  MEMORIAL  TO  THE  AUTHOR 
OF  THE  STAR  SPANGLED  BANNER 

Frank  Owen  Payne 


IT  would  be  a  most  difficult  task  for 
one  to  foretell  who  among  our  living 
American  sculptors  will  be  ranked 
highest  by  the  art  critics  of  future  gen- 
erations. There  can  be  little  doubt, 
however,  that  the  name  of  Charles  H. 
Niehaus  will  occupy  a  very  high  posi- 
tion among  those  sculptors  who  have 
produced  works  nearest  in  excellence  to 
the  great  classic  masterpieces  of  an- 
tiquity. 

Niehaus  is  in  no  sense  a  so-called 
"modernist."  He  frankly  avows  his 
reliance  upon  the  principles  of  art  which 
have  made  the  works  of  the  Greek  and 
Roman  sculptors  supreme.  Yet  he  is 
not  in  the  least  a  slave  to  classic  ideals. 
There  is  a  freshness,  a  living  quality 
about  his  works  which  makes  them 
eminently  modern  in  spirit.  He  has 
never  been  guilty  of  the  crimes  and 
absurdities  which  the  "modernists" 
aflfect. 

[5] 


Niehaus  is  possessed  of  an  intense 
love  for  mythological  and  classical 
themes.  His  Cestus,  his  Athlete  with 
the  Scraper,  both  in  the  Metropolitan 
Museum  of  Art,  and  his  Neptune  Foun- 
tain Figure,  are  among  the  best  exam- 
ples of  his  treatment  of  the  classic 
theme.  Even  in  his  man  with  the  drill 
commemorating  the  discovery  of  oil  at 
Titusville,  Pa.,  we  have  a  nude  figure 
instinct  with  classic  spirit  and  yet  mod- 
ern in  the  very  best  sense.  One  cannot 
contemplate  any  of  these  works  with- 
out realizing  that  in  them  we  have  the 
same  feeling  which  inspired  the  artists 
of  old  Hellas,  still  alive  in  our  own  day. 

The  national  monument  to  the  author 
of  the  Star  Spangled  Banner,  Francis 
Scott  Key,  now  in  process  of  construc- 
tion at  Fort  McHenry,  in  Baltimore, 
where  the  immortal  song  was  written, 
was  awarded  to  Niehaus  after  a  com- 
petition held  in  the  city  of  Washington. 
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The  award  was  given  over  a  very  large 
number  of  competitors  by  the  National 
Art  Commission. 

In  this  memorial  the  sculptor  has 
paid  a  tribute  not  only  to  the  poet  who 
wrote  the  song,  but  by  representing  a 
colossal  figure  of  Orpheus,  he  has  paid 
an  equally  splendid  tribute  to  the  gen- 
ius of  music.  It  is  most  gratifying  to 
note  that  the  sculptor  has  had  the 
courage  to  make  a  symbolical  figure 
and  thus  to  honor  the  sublime  art  of 
music.  Thus  he  has  given  us  an  Or- 
pheus instead  of  presenting  the  world 
with  one  more  unlovely  portrait  of 
mere  man.  For  this  he  deserves  our 
profound  thanks. 

This  remarkable  statue  must  be  seen 
and  studied  from  all  angles  to  be  fully 
appreciated.  It  is  beautiful  beyond  de- 
scription. Every  line  in  it  is  a  curve  of 
exquisite  subtlety.  The  poise  of  the 
lithe  graceful  body  and  limbs  is  indica- 
tive of  swift  forward  motion.  The  lyre 
which  he  bears,  true  to  fabled  lore,  is 
made  of  tortoise-shell  together  with  the 
twisted  horns  of  the  goat.  From  the 
beautiful  head  with  the  fine  face  of 
classic  profile,  to  the  strong  yet  beauti- 


ful sandaled  feet,  this  splendid  figure  is 
full  of  life,  motion,  and  exquisite  grace. 
Indeed  it  is  so  beautiful  that  one  can- 
not help  thinking  that  if  Orpheus  really 
looked  like  this,  it  is  no  wonder  that  he 
was  able  to  "draw  iron  tears  down 
Pluto's  cheek"  as  the  poet  has  said, 
and  win  again  his  beloved  Eurydice 
back  out  of  Hades. 

The  pedestal  consists  of  a  great  cy- 
lindrical drum  richly  ornamented  with 
classic  moldings  and  decorations.  It 
bears  upon  the  front  a  fine  medallion 
portrait  of  Key.  On  either  side  of  this 
medallion  are  patriotic  insignia  and  the 
drum  is  encircled  with  a  procession  of 
figures  in  low  relief  representing  music 
and  the  classic  dance. 

In  spite  of  his  numerous  other  great 
works,  we  cannot  help  but  feel  that  in 
this  Orpheus,  created  to  commemorate 
the  author  of  our  national  anthem,  we 
have  this  sculptor's  very  greatest  effort. 
It  is  a  work  of  art  whose  transcendent 
beauty  will  charm  and  delight  the 
American  people  as  long  as  the  anthem, 
whose  creation  it  celebrates,  shall  con- 
tinue to  thrill  and  inspire  them. 

Brooklyn,  Nea  York 
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RECENT  DISCOVERIES  IN  A  CHURCH  AT 

CECCANO  NEAR  ROME  OF  FRESCOES 

IN  THE  STYLE  OF  GIOTTO 

Anton  Giulio  Bragaglia 

(AKhaeolopa  to  Quten  Elrra) 


THE  Ciociaria,  so  well  known  for 
the  beauty  of  the  models  who  are 
to  be  seen  in  the  Piazza  di  Spagna 
in  Rome,  and  for  its  picturesque  nat- 
ural beauty,  hides  treasures  of  art  but 
little  known  because  it  is  so  little  visited 
except  Ala tri.Ferentino.orVeroIi,  which 
are  the  most  prosperous  parts. 

At  Ceccano  (Fig.  i)  is  a  church  well 
worthy  of  notice,  built  in  the  twelfth 
century,  which  is  not  only  interesting, 
but,  on  account  of  certain  frescoes  re- 
cently discovered,  is  of  great  artistic 
value.  Fifteen  or  twenty  lar^e  frescoes 
lately  uncovered  are  but  a  portion  of 
what  the  church  possesses  and  they  are 
worthy  of  study,  particularly  some  of 
them.  Santa  Maria  del  Fiume  is  far 
less  known  than  the  celebrated  monas- 
teries of  Fossanova  and  Casamari,  but, 
apart  from  the  frescoes  discovered,  can 
be  compared  even  with  these  treasures 
of  architectural  beauty.  They  were 
certainly  constructed  after  S.  Maria 
and  must  have  been  built  by  the  same 
company  of  artists  who  built  the  church 
of  the  College  at  Ferentino,  that  in  the 
Piazza  of  Alatri,  and  that  of  St.  Domi- 
nic, near  Sora.  This  is  creditable  on 
account  of  certain  details  of  the  capi- 
tals, of  the  columns,  doors,  etc.,  and 
because  the  same  quality  of  travertine 
is  used  in  all  these  churches  and  the 
same  primitive  snowy  whiteness  is  still 
preserved  as  is  seen  conspicuously  at 
Fossanova.  The  church  of  St.  Mary 
(Fig.  3)  is  outside  the  town  near  the 
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right  bank  of  theSacco  and  was  built  by 
Cardinal  Giordano  in  1 195.  Onthesame 
spot  there  existed  formerly — dedicated 
by  Antoninus  to  his  wife  Faustina — a 
temple,  having  annexed  to  it  one  of 
those  asylums  ca[\ed  faustiniani,  whose 
children  used,  according  to  Horace,  to 
go  about  the  city  singing  on  days  of 
festival. 

The  existence  of  the  temple  is  proved 
by  the  discovery  of  certain  coins  bear- 
ing the  inscription:  Mdes  Diva  Faus- 
tincB  and  of  certain  stone  slabs  studied 
minutely  by  Mommsen,  Gruter,  and 
especially  by  Bianchini,  in  the  Hist. 
Eccles.  Quadripartita,  lil\  p.  588.  Near 
the  same  locality  are  also  found  certain 
very  ancient  baths,  which  an  inscrip- 
tion tells  us  were  restored  by  Hadrian; 
there  was  also  a  handsome  villa,  the 
property  first  of  the  Antonines,  and 
afterwards  of  Hadrian,  to  whom  be- 
longed a  Hermes  in  rosso  antico  found 
in  1859,  which  is  now  in  the  Vatican, 
and  which  was  fully  illustrated  in  the 
Giornale  di  Roma,  No.  80,  of  that  year, 
by  the  Pontifical  Commissary  of  An- 
tiquities, Comm.  Pietro  Ercole  Vis- 
conti.  Cardinal  Giordano  probably  con- 
structed the  church  with  the  materials 
of  a  more  ancient  one,  since  the  Cronaca 
di  Fossanova,  generous  in  notices  about 
this  city  of  Ceccano  (it  appears  that 
the  Chronicle  was  written  by  a  Monk 
of  Ceccano  by  order  of  Giovanni,  Lord 
of  Ceccano),  says  that  a  church  of  S. 
Maria  del  Fiume  was  burnt  down,  once 
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at  the  same  time  as  Ceccano  and  Ce- 
prano  in  1115,  and  a  second  time  to- 
gether with  Ceccano  in  1 149,  although 
it  remained  standing,  though  in  very 
bad  condition,  in  1 15a,  the  Abbot  being 
a  certain  Roger.  All  the  same  only  the 
walls  of  the  old  church  could  have  been 
utilized  for  the  new  building. 

The  simple  facade  is  rich  in  a  mag- 
nificent door  with  a  round  arch  which 
has  this  peculiarity,  that  the  bracket  on 
the  right  side  supporting  the  arch,  in- 
stead of  being  sculptured  in  lilies,  like 
its  fellow,  bears  the  emblems  of  the  four 
Evangelists.  The  pillars  of  the  door, 
like  those  which  adorn  the  pilasters, 
are  bordered  with  beautiful  circlets  of 
fine  design,  simple  but  exquisite,  and 
all  differing  as  to  the  graceful  capitals 
and  the  lower  parts  of  each.  The  round 
window  of  the  facade,  well  preserved  as 
all  the  church,  does  not  possess  col- 
umns so  richly  worked  as  to  be  com- 
pared with  certain  other  monuments 
of  the  same  style,  but  it  is  beautiful. 
There  are  the  great  forked  windows  at 
the  sides  of  the  apse  which  are  most 
graceful  and  elaborate,  even  in  the 
judgment  of  those  who,  for  example, 
have  seen  in  Fondi,  the  marvelous 
embroidery  of  the  forked  windows  of 
the  castle.  That  which  is  absolutely 
superior  is  the  pulpit  (Fig.  2),  a  jewel 
of  architecture,  perfectly  preserved  and 
rich  in  every  detail  of  elegance.  The 
twisted  column  which  is  placed  in  the 
upper  part  of  the  ambo.  for  use  as  a 
candelabrum — as  in  the  church  of  S. 
Maria  in  Cosmedin  in  Rome — is  singu- 
lar, and  the  two  desks  are  interesting 
and  suggestive  leaning  down  from  the 
lovely  balcony  of  spiral  columns;  that 
for  the  Gospel  has  the  face  of  a  man, 
cold  and  insignificant,  that  of  the  Mass 
bears  a  lily.  There  is  also  a  most  exqui- 
site holy  water  basin.  In  the  center  of 
the  ceiling  the  joining  of  the  corners  is 
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Fig.  2.— The  Pulpit  of  the  Church. 

formed  by  the  arms  of  the  family  of 
Cardinal  Giordano,  of  whom  the  church 
also  possesses  the  great  Cardinal  arms 
in  marble.  This  Cardinal,  first  Monk 
and  then  Abbot  of  Fossanova,  was 
later  created  a  Cardinal,  and  having 
become  rich  by  his  elevation  he  built 
at  his  own  expense  the  church  of  S. 
Maria,  providing  for  it  both  revenues 
and  authority.  In  fact,  the  first  Abbey 
of  S.  Maria  then  built,  and,  in  1169, 
newly  consecrated,  enjoyed  full  liberty, 
granted  to  it  by  Giovanni,  Count  of 
Ceccano  by  a  Charia  Liberlatis,  fully 
described  in  the  Chronicles  of  Fossanova, 
and  had  a  convent,  later  on  destroyed, 
of  which  the  foundations  remain,  lying 
in  the  direction  of  the  walls  of  the 
church.    For  the  consecration  of  the 
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Fig.  3. — The  Church  of  Santa  Maria  del  Fiume,  at  Ceccano,  as  seen  from  the  other  side  of  the  river. 


church  there  came  to  Ceccano  the  most 
eminent  prelates  and  powerful  seigneurs 
of  the  country  round.  The  Chronicle 
enumerates  many  personages  and  boasts 
of  the  rich  funds  granted  to  it  and  of 
rich  gifts  given  on  the  occasion.  Thus 
we  see  that,  from  the  beginning,  the 
abbey  possessed  riches  and  power  of 
no  ordinary  kind,  acircumstance  worthy 
of  observation  for  reasons  which  we 
shall  see  later  on.  The  cholera,  perhaps 
about  1200,  made  great  havoc  amongst 
the  people  of  Ceccano.  Not  even  the 
learned  historian  of  Ceccano,  Michel- 
angelo Sindici,  has  been  able  to  tell  us 


the  precise  date  of  the  scourge,  but  the 
church,  evidently  after  the  destruction 
of  the  abbey,  was  used  as  a  lazzaretto, 
and  the  epidemic  having  ceased,  it  was 
completely  covered  with  lime  in  order 
to  disinfect  it,  and  thus  were  covered 
the  frescoes  adorning  its  walls,  all  of 
which,  perhaps,  are  not  of  the  school  of 
Giotto,  as  some  lately  uncovered  prob- 
ably are.  However,  there  was  a  large  one 
representing  the  Crucifix  with  St.  An- 
thony, Abbot,  which  was  the  only  one 
respected  (which  proves  that  the  chol- 
era came  and  that  the  church  was  lime- 
washed    for   disinfection)    and    which, 
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according  to  my  opinion,  was  spared 
because  the  people,  considering  St.  An- 
thony the  protector  against  any  kind 
of  infectious  disease,  were  convinced 
that  he  could  not  give  them  the  cholera 
and  could  therefore  be  left  disinfected. 
This  fresco  has  a  true  Byzantine  flavor 
and  is  strong  and  significant,  especially 
the  head  of  Christ,  showing  the  hand 
of  one  used  to  the  brush.  A  singular 
historic  value  enhances  its  importance. 
It  is  known,  but  almost  as  a  legend, 
that  between  the  eleventh  and  twelfth 
centuries  there  existed  lay  knights  of 
St.  Anthony  del  Fuoco.  The  founder 
of  these  was  a  certain  Conte  Guico,  who 
was  accustomed  to  carry  the  body  of 
the  Saint  wherever  there  were  any  per- 
sons ill  of  the  plague,  because  the  "fire" 
was  itself  a  plague  or  a  similar  evil. 
Tosti,  in  his  Life  of  Boniface  viii,  vol. 
II,  p.  51,  speaks  of  a  certain  Jocelin, 
captain-at-arms,  who,  whenever  he 
went  to  war,  carried  with  him  the  body 
of  the  Saint  to  ensure  victory.  From 
Jocelin,  Guico  had  inherited  the  body 
of  St.  Anthony  to  carry  it  with  him 
also  as  a  talisman  against  the  enemy 
and  against  the  plague.  But  Urban  II 
forbade  this  continual  carrying  of  the 
remains  about,  and  then  Guico  founded 
a  church  for  St.  Anthony,  confiding  its 
care  to  the  Benedictines  and  thus  form- 
ing a  Priory  of  St.  Anthony.  This  after- 
wards became  the  property  of  the  Hos- 
pilaliers  aiid  because  those  afflicted  with 
the  "sacred  or  infernal  fire"  dragged 
themselves  to  the  body  of  the  Saint, 
to  be  cured,  it  was  made  into  a  hos- 
pital. Thus  died  out  the  lay  order  of 
the  Knights  of  St.  Anthony  del  Fuoco 
(of  the  fire),  who  had  an  eagle  for  their 
arms,  and  arose  in  their  place  the 
Knight-Monks  whom  Boniface  VIII 
changed  from  Benedictines  into  Augus- 
tinians,  ordering  that  they  should  wear 
on  their  habit,  as  an  emblem,  the  Greek 


letter,  tau,  already  used  by  the  former, 
and  which  had  a  signification  little 
understood.  The  only  object  which 
now  recalls  this  order  of  Monks  is  this 
church  of  Ceccano,  where,  in  the  time 
of  Boniface  VIII,  lived  the  religious 
sub  regula  SancH  Augustini.  In  the 
fresco  (Fig.  4)  we  see  the  eagle  and  the 
tau,  whilst  at  the  foot  of  the  Crucifix  is 
painted  a  bed,  rather  than  a  bier,  with 
the  cholera-stricken  cured,  perhaps,  by 
St.  Anthony.  Such  a  painting  might  be 
an  ex-voto,  all  the  more  as  the  bed  and 
the  sick  person  must  have  been  added 
after,  both  because  the  painting  is  not 
by  the  same  hand  as  the  rest  of  the  pic- 
ture and  because  it  appears  out  of  place 
and  incongruous.  In  fact,  being  a  sub- 
ject requiring  much  space  for  the  painter 
to  make  a  clear  representation,  it  has 
had  to  be  crushed  into  too  small  a  space 
so  that,  whilst  it  suffers  from  an  evident 
want  of  room,  it  also  breaks  the  order 
of  construction  of  the  whole  picture, 
which  reveals  much  care  and  love  in  its 
execution  by  the  artist,  who  had  con- 
ceived it  with  a  certain  symmetry  and 
painted  it  with  minute  perfection. 

The  fact  of  the  existence  of  the  em- 
blem of  the  Knights  in  the  picture  is  a 
manifest  proof  that  the  Augustinian 
friars,  whom  the  Chronicle  of  Fossanova 
declares  to  have  been  at  S.  Maria,  were 
really  Knights  of  St.  Anthony  of  the 
Fire.  The  fact  of  the  presence  of  this 
picture  of  St.  Anthony  in  this  church 
would  be  very  exceptional  if  this  pos- 
sibility were  denied.  And  still  more 
strange  would  be  the  presence  of  the 
Saint  who  is  there  represented,  not  only 
as  the  protector  of  the  cholera-stricken, 
but  as  the  patron  of  that  Order  of 
Knights,  for  the  characteristic  emblems 
of  this  last  have  been  painted  with 
signal  care  by  the  painter.  Besides,  we 
know  that  that  order  of  Friar  Knights 
died  out  later  on  because,  as  is  well 
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— The  Christ  of  the  Confraternity  of  the  "Chevaliers  of  the  Sacred  or  Infernal  Fire."    Observe  the 
monstrous  eagle  on  the  Virgin's  cloak  and  the  bed  with  a  cholera -stricken  person  on  it 


t  the  foot  of  the  crucifix  to  the  right. 


known,  they  abused  their  office  for  the 
sake  of  gain,  and  this  extinction  of  the 
Friars  is  contemporaneous  with  the  in- 
stalling at  S.  Maria  of  twelve  priests, 
an  installation  confirmed  by  Clement 
VI,  with  a  Brief  of  the  date  of  1347, 
still  existing  in  the  Vatican  archives. 

The  other  pictures  are  seen  better  in 
the  apse  than  amongst  the  pilasters, 
where,  also,  they  have  been  discovered. 
But   if  they  belong  to  the  school  of 


Giotto,  as  is  asserted,  they  have  also  a 
mixture  of  Byzantine  style,  well  marked 
in  some.  The  first,  a  St;  Sebastian, 
very  much  injured  in  the  upper  part 
of  the  body  but  still  visible,  has  nothing 
which  distinguishes  it  from  the  others 
because  it  has  all  their  uncertainties, 
their  frankness,  and  the  expressions  of 
primitive  unskilfulness  of  all  the  others. 
It  was  certainly  retouched  during  the 
fourteenth  century  because  the  head  is 
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of  that  period  and  the  colors  are  fresher 
and  better  preserved.  There  are  also  a 
St.  Peter  ( Fig.  5)  and  St.  Paul  of  mediocre 
work,  the  former  much  injured.  Then 
there  is  a  Madonna  giving  milk  to  her 
Son  (Fig.  6),  which  gives  the  impression 
of  more  perfect  work.  After  this  there 
are  two  other  Madonnas,  both  on  flow- 
ered backgrounds,  and,  on  the  adjacent 
wall,  two  saints  of  large  proportions, 
badly  preserved  and  of  very  little  value, 
and  a  Pope,  clothed  in  pontifical  gar- 
ments, with  the  triple  crown,  the  crozier, 
a  book,  and  a  gloved  hand  blessing, 
with  a  red  point — perhaps  an  arrow- 
in  the  palm  and  on  the  back.  We  have 
said  that  the  great  Madonna  in  the 
midst  is  the  most  beautiful,  because  it 
is  by  far  the  most  finished  of  the  others. 
Making  the  comparison  we  see  that  the 
artist  was  much  more  capable  than  he, 
for  example,  who  painted  St.  Peter  and 
the  two  Madonnas,  which  are,  all  the 
same,  not  without  a  certain  value.  It 
is  to  be  deplored  that  this  Madonna 
should  have  been  precisely  the  fresco 
to  be  damaged  by  the  scalpel  of  an  in- 
experienced hand.  Three  richly  painted 
frames  ornament  this  picture,  as  also 
the  others,  with  festoons.  The  perfec- 
tion and  richness  of  these  frames  testify 
to  the  generous  intentions  of  those  who 
ordered  the  work.  The  Madonna,  on  a 
background  of  flowers  of  really  exqui- 
site good  taste,  seated  on  a  bench,  like 
the  other  Madonnas,  presents  her  breast 
to  the  Child  from  the  folds  of  a  red  silk 
garment  and  a  brocade  mantle  with 
large  raised  flowers.  The  eyes  are  al- 
mond shaped  and  rendered  with  great 
sweetness  and  it  is  not  marked  by  that 
primitive  uncouthness  which  we  note 
in  the  other  pictures,  especially  in  that 
of  St.  Peter,  whose  right  hand  is  even 
in  bad  perspective.  The  spontaneity  of 
the  act  and  the  sensation  conveyed  by 
the  sitting  woman,  the  ample  sensation 


Fig.  5.— Saint  Peter. 

of  Strength,  are  magnificent,  and,  espe- 
cially in  the  expression  of  the  gesture, 
is  it  superior  to  the  other  Madonnas,  of 
which  the  third  is  slightly,  although 
graciously,  affected  in  gesture  and  ele- 
gance of  pose,  like  the  Child  who  does 
not  seem  to  know  what  to  do  with  his 
right  hand  (Fig  7). 

A  curious  circumstance  may  be  noted 
in  this  picture,  which  is  that  the  signs 
of  chiaroscuro  in  the  nails  and  the  fin- 
gers are  done  by  means  of  etching  in- 
stead of  painting,  which  is  not  the  case 
in  the  other  pictures.  If  the  third 
Madonna  shows  in  many  points  the 
poor  talent  of  the  painter,  the  holy 
Pontiff,  perhaps  St.  Silverio,  born  and 
venerated  in  the  neighboring  city  of 
Frosinone,  has  a  monstrous  hand.  This 
last  detail  of  the  foreshortening  of  the 
hand  is  found  exactly  the  same  in  a 
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Fig.  6. — The  Beautiful  Nursing  Madonna.   School  of 
Giotto,  retouched  in  later  times. 

fresco  of  the  school  of  Giotto  of  the 
Flight  into  Egypt  existing  at  St. 
Scholastica,  Subiaco. 

This  would  lead  us  to  believe  that 
these  frescoes,  amongst  the  others,  seem 
to  be  of  the  school  of  Giotto.  Certain 
details  of  design  and  tone  are  identical, 
and  this  impression  may  be  confirmed 
by  other  facts.  We  read  in  the  De 
Sacris  Mdificiis  of  Ciampini,  that 
Cardinal  Anibaldo  da  Ceccano  and  his 
uncle,  the  celebrated  Cardinal  Stefa- 
neschi,  were  united  in  close  friendship 
with  Giotto,  so  much  so  that  it  was 
they  themselves  who  ordered  the  work 
in  the  Vatican  Basilica.  Torrigio,  in  the 
Grotte  Vaticane  (1639,  Part  ll,  p.  163) 
writes  that  Giotto  was  paid  by  Cardinal 
Stefaneschi  himself  for  his  work,  and 
Tiberio  Alfarano  in  his  Descrizione 


delta  Basilica  Vaticana  affirms  the 
same.  It  is  even  known  that  the  fam- 
ous mosaic  of  the  Navicella,  today  in  the 
entrance  of  the  Vatican  Basilica, 
brought  to  Giotto  two  thousand  golden 
florins,  paid  by  Stefaneschi  himself. 
This  latter  was  exceedingly  generous, 
and  it  is  known  that  he  gave  to  the 
Vatican  Basilica  a  most  precious  codex 
done  in  miniature  by  the  celebrated 
Oderisio  of  Gubbio.  Both  Stefaneschi 
and  Cardinal  Anibaldo  were  of  Cec- 
cano and  were  most  certainly  protec- 
tors of  S.  Maria  del  Fiume.  We  know 
that  Innocent  III  in  a  Brief  dictated  at 
Sora  in  1208  (Baluzzo,  LeUere  di  Inno- 
cenzo  III)  took  under  his  special  pro- 
tection the  church,  the  possessions  and 
the  rights  of  the  abbey,  quoting,  almost 
as  if  feeling  a  scruple  about  it — as  we 
read  in  the  original  of  the  Brief  existing 
in  the  secret  archives  of  the  Vatican — 
La  Charta  Libertatis  concessa  in  Origine 
da  Giovanni,  Signore  di  Ceccano.  It  also 
seems  that  Gregory  VI  confirmed  the 
Brief,  but  Presutti  in  his  "Regesla 
Onorii  III"  asserts  that  Honorius  did 
so.  This  proves  to  us  that  the  abbey 
not  only  enjoyed  ancient  privileges,  but 
was  powerful  and  rich  on  account  of 
the  protection  of  the  Popes  themselves. 
From  this  it  seems  most  probable  that 
Cardinal  Stefaneschi,  rich  and  munifi- 
cent, certainly  would  have  been  a  bene- 
factor to  this  church  where  was  also 
venerated  a  miraculous  Madonna. 
Neither  would  the  Abbots  themselves 
— who  always  sought  for  higher  pro- 
tection— have  neglected  to  cultivate  the 
presence  in  Ceccano  of  such  eminent, 
powerful,  and  rich  personages.  From 
all  this  we  may  gather  that  the  pupils 
of  Giotto  may  well  have  been  the 
authors  of  some  of  the  frescoes,  when 
we  remember  that  their  Master  painted 
in  the  Vatican  by  order  of  Cardinal 
Stefaneschi  of  Ceccano  and  that  the 
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pupils  could  easily  have  been  brought 
to  his  native  place.  The  Byzantine  tone 
of  certain  frescoes  need  not  make  us 
change  our  opinion,  since  this  tone  is 
especially  in  the  great  fresco  of  St. 
Anthony  of  the  Fire  and  in  some  others. 
It  is  not  common  to  all.  Indeed,  some 
do  not  possess  it  at  all.  On  the  other 
hand,  no  one  has  asserted  that  the' 
church  was  decorated  with  so  many 
pictures  at  one  period  of  time.  Some 
of  these,  without  doubt,  are  older  than 
the  others,  a  fact  proved  also  by  other 
circumstances.  The  pictures  of  the  apse, 
for  example,  have  a  special  style  of 
their  own.  One,  discovered  quite  lately, 
which  is  found  at  the  bottom  of  the 
church,  exactly  behind  the  wall  of  the 
facade,  is  evidently  more  recent  than 
those  of  the  apse.  The  most  ancient 
fresco,  then,  would  be  that  most  ven- 
erated one  of  St.  Anthony,  which  is 
situated  in  the  left  nave,  behind  the 
beautiful  pulpit.  The  disordered  ar- 
rangement of  the  pictures,  the  making 
use  of  every  corner,  evidently  done  after 
the  painting  of  the  great  spaces,  show 
us  that  the  paintings  belong  to  different 
epochs.   In  any  case  those  already  lib- 


FiG.  7. — A  Madonna.  School  of  Giotto,  retouched, 

erated  from  the  lime  are  very  few  in 
comparison  with  those  still  covered. 
Let  us  hope  that  the  discoveries  to  be 
made  under  the  government,  which  has 
recently  acquired  the  church,  may  give 
us  more  light  on  the  subject. 

Rome,  Italy 


TO  AN  OLD  COREAN  TEMPLE  GONG 

When  from  some  incommunicable  dream 

Your  soul  with  startled,  human  cry  awoke. 

And  with  the  voice  of  ancient  living  spoke, 

Making  the  fleeting  moment,  that  we  deem 

So  small,  one  with  eternity,  a  gleam 

Of  light  athwart  my  soul's  old  memories  broke  .  .  . 

I  was  aware  of  strange,  familiar  folk 

In  prayer  .  .  .  and  you,  hung  from  the  temple  beam  .  .  . 

And  as  their  pulsing  spirit  spoke  through  you. 

Stirring  in  me  that  rare  remembrancing, 

This  life  of  earth  was  so  with  mystery  blent 

That  (or  a  space  nor  self  nor  time  I  knew. 

What  a  great  pang  of  beauty  shuddering, 

As  it  were  God,  and  I  His  instrument. 

JV«H  York  City  EDNA  KINGSLEV  WALLACE 
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n  of  the  Facade  of  the  Superstructure  of  the  so-called  "House  of  the  MagkUn," 
the  most  commanding  monument  in  the  city  of  Uxmal,  Yucatan. 
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LA  CASA  DEL  ADIVINO,  UXMAL.  YUCATAN 

William  H..  Holmes 


AMONG  the  many  richly  embel- 
ZA  lished  temples  now  found  in  a 
A  *■  state  of  ruin  in  Yucatan,  none 
excel  in  beauty  of  design  the  so-called 
"House  of  the  Magician,"  the  most 
commanding  monument  in  the  city  of 
Uxmal.  The  illustration  opposite  repre- 
sents a  section  of  the  facade  of  the  super- 
structure. The  unique  chapel-like  struc- 
ture in  the  foreground  does  not  com- 
municate in  any  way  with  the  temple 
above,  but  is  set  against  and  at  the 
base  partly  into  the  face  of  the  pyramid. 
It  was  reached  from  the  ground  by  a 
stairway  sixty  feet  in  height,  now  in  a 
complete  state  of  ruin.  This  building 
has  two  rooms  without  opening  other 
than  the  doorway,  which  is  of  elegant 
design,  and  the  entire  fagadc  is  covered 
with  embellishments  that  must  chal- 
lenge the  admiration  of  all  students. 

The  overdoor  panel  was  occupied  by 
a  great  mask  in  high  relief,  portions  of 
which  remain,  while  in  the  lateral  panels, 
mutilated  human  figures  in  high  relief 
project  from  the  richly  carved  back- 
ground. Most  striking  of  all  is  the 
treatment  of  the  corners  at  the  right 
and  left,  each  of  which  is  embellished 
with  seven  superposed  masks  repre- 
senting the  snouted  serpent-bird  deity 
of  Mayan  mythology.  The  upturned 
recurved  snouts,  bearing  symbolic  de- 
vices, are  especially  characteristic  of 
Yucatecan  mural  design,  as  are  also  the 
eyes,  teeth,  tusks,  and  ear-ornaments 
of  the  masks.  Immediately  above  the 
flat  roof  of  this  structure  is  seen  a  por- 
tion of  the  lower  zone  of  the  rear  wall 
of  the  building  which  crowns  the  pyra- 
mid. The  exquisite  lace-like  mosaic  of 
the  two  great  panels  drawn  with  the 
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most  scrupulous  care  by  Catherwood, 
himself  an  architect,  is  without  parallel 
in  native  American  art.  The  upper 
story  of  this  building  is  embellished 
with  formal  masks,  but  the  cornice  is 
so  badly  broken  down  that  its  char- 
acter cannot  be  fully  made  out. 

The  opposite  front  of  the  monument 
is  ascended  by  an  exceedingly  steep 
and  wide  stairway  about  which,  accord- 
ing to  Stephens,  cluster  most  gruesome 
stories  of  the  sacrificial  orgies  of  the 
ancients.  "The  padre  Cogolludo,  the 
historian,  says  that  he  once  ascended 
these  steps,  and  'that  when  he  at- 
tempted to  descend  he  repented;  his 
sight  failed  him,  and  he  was  in  some 
danger.'  He  adds,  that  in  the  apart- 
ments of  the  building,  which  he  calls 
'small  chapels,'  were  the  'idols,'  and 
that  there  they  made  sacrifices  of  men, 
women,  and  children.  Beyond  doubt, 
this  lofty  building  was  a  great  teocali, 
'El  grande  de  los  Kues,'  the  great  tem- 
ple of  idols  worshipped  by  the  people 
of  Uxmal,  consecrated,  by  their  most 
mysterious  rites,  the  holiest  of  their  holy 
places."  The  padre  then  proceeds  to 
relate  in  much  detail  an  exceedingly 
gruesome  story  of  the  sacrifice  of  human 
beings  which,  as  we  well  know,  was  a 
leading  feature  of  the  worship  of  the 
gods  of  the  Aztecs;  but  that  he  had 
any  real  knowledge  of  such  sacrifice  by 
the  worshippers  in  this  particular  tem- 
ple may  well  be  doubted.  We  know, 
however,  that  while  religion  was  re- 
sponsible for  the  development  of  all 
that  was  refined  and  poetic  in  the  cul- 
ture of  the  race,  it  retained  in  its  sacred 
practices  survivals  from  the  very  depths 
of  savagery. 
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King  Thoas.  preceded  by  Fan-bearers,  has  just  entered  with  his  guard;  the  Chorus  makes  obeisance. 

THE  GREEK  PLAY  AT  THE  UNIVERSITY 
OF  MICHIGAN 

Francis  W.  Kelsey 


THE  conditions  attending  the  pres- 
entation of  an  ancient  Greek 
drama  in  the  original  are  now 
very  different  from  what  they  were  two 
or  three  decades  ago.  In  most  universi- 
ties there  is  no  longer  a  relatively  large 
body  of  students  who  have  translated 
plays  of  ^schylus  or  Sophocles  or  Euri- 
pides in  class,  who  can  be  relied  on  to 
furnish  an  adequate  audience.  On  the 
other  hand,  at  the  present  time  much 
more  attention  is  given  to  college  dra- 
matics than  formerly,  and  it  is  easier  to 
find  actors  for  parts  in  classical  plays 
who  have  been  tested  by  previous  expe- 
rience in  acting.  A  more  general  famil- 
iarity with  operatic  performances,  too, 
has  accustomed  American  playgoers  to 
the  association  of  music  with  acting  on 
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the  stage,  and  in  recent  years  the  vogue 
of  moving  pictures  has  trained  student 
audiences  to  follow  the  unfolding  of  a 
dramatic  plot  without  reliance  on 
spoken  words.  It  goes  without  saying 
that  the  advance  of  archaeological  in- 
vestigation and  publication  in  the  past 
quarter  century  has  made  available 
much  material  which  is  directly  useful 
in  solving  the  problem  of  staging  a 
Greek  drama  as  well  as  in  designing  the 
costumes. 

With  these  conditions  in  mind  the 
Classical  Club  of  the  University  of 
Michigan,  composed  chiefly  of  students 
but  with  the  teaching  force  of  the 
classical  departments  as  honorary  mem- 
bers, undertook  to  present  a  play  in 
Greek.   It  was  their  purpose  to  convey. 
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if  possible,  to  a  predominantly  Greek- 
less  audience,  an  impression  of  the 
beauty  and  power  of  the  Greek  drama, 
without  pedantry  or  affectation ;  in  other 
words,  to  carry  an  ancient  plot  in  this 
ancient  speech  "across  the  footlights." 

So  ambitious  a  project  would  prob- 
ably not  have  been  seriously  considered 
except  for  the  encouragement  afforded 
by  an  unusual  combination  of  circum- 
stances. Professor  Albert  A.  Stanley, 
whose  handling  of  the  ancient  modes 
in  previous  compositions  has  been  full 
of  musical  imagination,  and  quite  free 
from  academic  frigidity,  had  expressed 
a  willingness  to  compose  music  for  a 
chorus.  Prof.  H.  A.  Kenyon,  who 
unites  a  knowledge  of  classic  drama 
with  a  knowledge  of  music  and  a  re- 
markable command  of  stage  effects, 
welcomed  the  opportunity  to  attempt 
an  adjustment  of  a  Greek  play  to  mod- 
ern scenic  conditions;  and  finally,  it 
chanced  that  this  year  in  the  member- 
ship of  the  Classical  Club  there  were 
several  students  who  had  had  success- 
ful experience  in  amateur  plays,  includ- 
ing nearly  all  the  young  men  who. 
under  Professor  Kenyon's  direction, 
gave  the  Menaechmi  of  Plautus  in 
March  of  1916. 

The  Iphigenia  among  the  Taurians, 
by  Euripides,  was  the  play  chosen  for 
presentation,  both  because  of  its  human 
interest  and  because  of  the  opportunity 
it  afforded,  in  the  chorus  of  maidens, 
for  pleasing  effects  in  music  and  danc- 
ing. 

In  preparing  the  costumes,  Scythian 
as  well  as  Greek,  the  ancient  evidence 
was  reviewed  by  the  teaching  force  of 
the  Greek  department,  in  respect  to 
texture  and  color  as  well  as  the  shape 
and  fit  of  garments.  The  designing 
was  done  by  Dr.  Orma  F.  Butler,  who 
for  details  relied  largely  on  the  evidence 
of  vase-paintings.    Much  study  was  de-      Athena  with  Gorgon  Head  on  Mgia,tUedea  ex  machina. 
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Chorusat  right  and  left.  Soldiers  of  Thoas  at  the  corners  ot  the  Temple.  Foreground,  at  right.  Soldiers  bringing 
in  Orestes  and  Pylades  as  Captives;  at  left.  Leader  of  the  Chorus.    In  front  of  the  Temple  Doors,  Iphigenia. 


voted  to  the  color  scheme.  The  chorus, 
sixteen  in  number,  and  the  leader  of 
the  chorus,  wore  white  chitons  with  a 
simple  band  of  gold  near  the  bottom. 
The  himation  of  the  leader  also  was 
white:  in  those  of  the  chorus  eight  deli- 
cate colors  were  used,  grouped  in  eight 
pairs.  The  costumes  of  Iphigenia, 
Orestes,  Pylades,  Thoas,  Pallas  Athena, 
and  the  minor  characters  were  worked 
out  with  much  pains,  but  involve  too 
much  detail  to  be  described  here.  All 
colors  harmonized,  and  the  pictorial 
effects  of  the  stage  groupings  gratified 
the  eye.  The  basal  color,  to  which  all 
the  others  were  adapted,  was  a  vivid 
flame  color  used  in  the  decoration  of 
the  costume  of  Iphigenia.  All  matching 
of  colors  was  done  by  electric  light,  so 
as  to  conform  to  the  conditions  of  stage 
lighting. 

In  the  presentation,  on  the  evening  of 
March  29,  the  play  was  cut  somewhat, 
those  passages  being  omitted  the  mean- 
ing of  which  could  not  easily  be  rein- 
forced by  action.     The  music  was 


limited  to  six  choral  passages.  The 
actors  made  no  attempt  to  intone  or 
declaim,  but  interpreted  their  parts 
dramatically,  as  in  a  modern  play;  the 
women's  parts  were  taken  by  women. 
That  the  chorus  might  have  greater 
freedom  of  movement  the  difficult  music 
was  sung  by  a  concealed  chorus  of 
trained  singers,  supported  by  two  flutes, 
two  clarinets,  a  harp,  and  a  piano, 
suggesting  as  nearly  as  possible  the 
quality  of  the  ancient  instruments.  The 
arrangement  of  the  stage  in  the  Hill 
Auditorium,  where  the  play  was  given, 
precluded  an  orchestra;  the  altar  (an 
ancient  puteal)  was  placed  near  the 
side  of  the  stage,  and  the  evolutions  of 
the  chorus  were  modified  accordingly, 
though  the  dances  not  only  conformed 
to  the  ancient  rhythms,  but  attempted 
also  to  reproduce  ancient  steps.  The 
scenery  of  the  stage,  specially  designed 
for  the  play,  is  shown  in  the  illustra- 
tions. 

.Among  the  audience  were  many 
Greeks,  from  Detroit  and  other  near- 
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Recognition  scene:    Bacl^round,  : 


right  and  left.  Chorus;  foreground,  from  right  ti 
Leader  of  the  Chorus,  and  Pyladcs. 


left,  Iphigenia,  Orestes 


by  cities;  before  the  play  began  they 
were  briefly  addressed  in  modern  Greek 
by  Professor  Meader,  a  former  member 
of  the  American  School  in  Athens,  who 
explained  the  differences  between  the 
modern  Greek  pronunciation  and  that 
used  on  the  stage.  From  the  first  lines 
of  the  play  both  the  Greeks  and  the 
rest  of  the  audience  listened  with  rapt 
attention  to  the  end.  So  intense  was 
the  interest  that  the  brief  intermission, 
introduced  before  the  last  stasimon  to 
rest  both  audience  and  actors,  proved 
to  be  quite  unnecessary.  The  presenta- 
tion lasted  somewhat  less  than  two 
hours. 

The  cost  of  the  production  (this  in 
response  to  inquiries)  was  somewhat 
less  than  seven  hundred  dollars,  and 
the  expenditure  was  more  than  met 
by  the  receipts  for  admission,  so  that 
there  was  a  small  balance  left  for  the 


Red  Cross;  for  to  this  organization  the 
Classical  Club  had  voted  to  contribute 
any  surplus.  The  music  and  the  de- 
signs of  the  dances  (this  again  in  answer 
to  questions)  will  probably  be  made 
accessible  by  publication;  but  it  is  im- 
practicable to  loan  the  costumes,  al- 
though several  requests  for  them  have 
already  been  received. 

Of  the  effect  produced  by  the  play 
it  is  quite  unnecessary  to  speak,  in  view 
of  the  account  published  by  Prof. 
H.  H.  Yeames  in  The  Nation  for  April 
ig,  and  The  Classical  Weekly  for  May 
7,  1917.  The  teaching  force  of  the 
classical  departments  feel  that  it  is 
worth  while  to  have  encouraged  the 
Classical  Club  to  give  the  play,  not 
only  for  other  reasons,  but  especially 
because  of  the  interest  which  it  stimu- 
lated in  Greek  studies. 

Unitiersily  of  Mkhigan 
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—Reconstruction  of  a  round  temple  combining  the  features  both  of  the  Pantheon  and 
the  round  temples,  so  called,  of  Vesta. 
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Fig.  1, — A  Piranesi  Front  ispiei-e. 

GIAMBATTISTA  PIRANESI,*  MASTER  ENGRAVER 

Ralph  Van  Deman  Magoffin 


NO  one  really  knows  engravings 
until  he  has  studied  the  work  of 
Piranesi,  the  Piranesi  whom  De 
Quincey  and  Coleridge  called  "The 
Rembrandt  of  Etchers,"  and  "The  Poet 
Laureate  of  the  Ruins,"  and  who  is 
often  called  "The  Rembrandt  of  Archi- 
tecture," the  Piranesi  who  takes  place 
alongside  Winckelmann  as  one  of  the 
two  men  who  brought  about  the  eigh- 
teenth-century revival  of  classical  art. 
Giovanni  Battista,  or  Giambattista, 
Piranesi  was  born  in  Venice  in   1720 

•  In  the  preparationof  this  article  the  author  has  read 
and  taken  his  statements  ol  fact  from  the  following 
articles  and  books:  R,  Bloomheld,  ArchiUclural  Draw- 
ing and  Draughlsmen,  Boston  Museum  of  Fine  Arts 
Bulletin,  xii,  1914,  No.  73;  Brush  and  Paint,  x,  p.  376: 
Burlington  Art  Magazint,  xxiv,  p.  199  (complete  list 
of  Piranesi's  work);  Century  Magazine,  lxxxh,  1911, 
pp.  136  R.:  G.  Duplessis,  Histoire  de  la  Gravure;  A. 
Giesecke,  MeisUr  dtr  Graphit,  Bd.  IV;  W.  M.  Ivins  in 
The  Print-CoUector's  Quarterly,  v,  I9t5,  pp.  191-219: 
B.  B.  Moore  in  The  Print-CoUector's  Quarterly,  11,  1912, 
pp.  104-46,  341-63;  The  Nation,  xciii.  ion,  pp. 
150  fl.;  A,  Samuel,  Piranesi;  R.  Sturgis,  The  Elr.hings 
of  Piranesi  (F.  Keppel  &  Co.,  Booklets). 

Special  thanks  is  due  the  Peabody  Institute  of 
Baltimore  and  its  librarian,  Mr.  John  Parker,  by  whose 
courtesy  the  works  of  Piranesi  were  made  available  for 
study  and  for  reproduction. 
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and  died  in  Rome  in  1778.  It  is  said 
that  he  began  to  draw  when  he  was 
only  eight  years  of  age,  and  it  is  certain 
that  he  was  famous  even  before  the  day 
of  the  appearance  of  his  first  published 
work  in  1748.  There  are  several  good 
likenesses  of  Piranesi,  one  or  another 
of  which  appears  as  a  frontispiece  in 
the  books  on  Piranesi.  The  one  usually 
seen  is  from  an  engraving  made  by 
Piranesi's  son  Francesco  after  the  An- 
gelini-Piroli  statue  that  was  finally 
placed  in  the  church  of  Santa  Maria  in 
Aventino,  which  Piranesi  had  restored 
about  1765.  The  statue  is  full  length 
and  portrays  Piranesi  clad  in  a  Roman 
toga  leaning  thoughtfully  on  his  right 
hand,  his  right  elbow  supported  on  a 
herm.  Another,  a  bust,  is  the  engraving 
by  Polanzani  in  1750.  which  must  be  a 
likeness,  it  is  so  crudely  realistic.  But  we 
have  chosen  for  this  article  the  less  well- 
known  engraving  (Fig.  2)  by  Francesco 
Piranesi  done  in  177^  after  the  painting 
of  Giuseppe  Cades.  No  one  can  see 
this  portrait  and   not  recognize  that 
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Fig.  z. — Giovan 


here,  except  for  the  idealistic  treatment 
of  the  hair,  is  a  splendid  likeness  of  a 
man  of  noble  parts. 

Piranesi  came  to  Rome  from  Venice 
and  for  a  time  worked  on  theatrical 
painting  under  Valeriani,  a  master  of 
perspective,  who  owed  his  own  training 
to  Ricci  and  Pannini,  followers  in  their 
turn,  on  the  imaginative  landscape  side, 
of  Gellee  {Claude  de  Lorrain).  In  1738 
Piranesi  began  to  study  etching  under 
Giuseppe  Vasi,  a  Sicilian,  whose  views 
of  Rome  are  said  to  have  led  Goethe  to 
visit  Italy.  In  1743  Piranesi  went  back 
to  Venice,  where  he  studied  under  Tie- 
polo,  the  painter  and  etcher,  who  culti- 
vated especially  the  romantic  style  of 
composition.  Piranesi's  studies,  there- 
fore, as  well  as  his  early  training  under 


his  father,  who  was  a  mason,  and  under 
his  maternal  uncle,  who  was  an  archi- 
tect and  engineer,  all  helped  to  give 
young  Piranesi,  who  was  precocious 
besides,  a  perfectly  laid  foundation  for 
what  was  to  be  his  life  work. 

Nearly  all  writers  who  have  studied 
Piranesi  have  found  a  certain  wild  ele- 
ment of  genius  in  his  work.  The  story 
of  his  early  youth,  which  seems  to  have 
been  rather  cyclonic  in  its  nature,  prob- 
ably has  had  an  undue  influence  on 
criticism.  Piranesi  is  said  to  have  at- 
tempcd  to  kill  his  master  \"asi  because 
he  believed  that  some  of  the  methods 
in  handling  the  biting-in  acid  on  the 
plates  were  being  concealed  by  his  mas- 
ter. His  second  love  affair  also  has  in 
it  much  which  shows  the  nature  of  the 
man.  In  the  Forum  at  Rome,  one  day 
Piranesi  saw  a  boy  and  girl,  who  turned 
out  to  be  children  of  the  gardener  of 
Prince  Corsini.  The  girl's  face  and  her 
flashing  black  eyes  were,  to  Piranesi, 
proof  that  she  was  a  direct  descendant 
of  the  ancient  Romans.  He  asked  who 
they  were,  then  made  a  violent  proposal 
of  marriage  to  the  young  girl  on  the 
spot,  went  to  see  her  parents,  overcame 
their  objections  by  his  fierce  arguments, 
and  married  their  daughter,  all  in  five 
days. 

But  when  one  examines  all  of  Pira- 
nesi's plates  (there  is  a  complete  set  in 
the  library  of  the  Peabody  Institue  of 
Baltimore)  it  will  be  found  that  only 
one  set  of  plates,  the  Carceri,  the  de- 
signs of  which  unrolled  themselves  to 
Piranesi  during  an  attack  of  fever,  is 
at  all  madly  fantastic  in  conception. 
From  that  particular  book  of  engrav- 
ings, a  too  sweeping  generalization  has 
been  made  as  to  Piranesi's  wild  genius. 
To  be  sure,  he  introduced  human  fig- 
ures to  enliven  his  drawings,  and  to 
help  show  the  size  of  the  ruins  by  com- 
parison, but   it  was  a  tradition   from 
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FiK.  3— Ini 


ir  of  the  Temple  of  Neptur 


t  Paestum  in  Southern  Italy. 


his  masters  to  take  full  advantage  of 
the  picturesque  ivy  and  moss-covered 
ruins  of  the  Campagna  and  of  Rome, 
and  their  denizens  the  beggars  and  rob- 
bers, and  indeed  these  do  add  a  certain 
wild  element  to  many  of  his  engravings. 
Bold  strokes  and  intensity  of  imagina- 
tion, drawings  that  seem  to  strive  to 
be  all  foreground,  a  tempestuous  sky 
for  a  background  more  often  than  fleecy 
quiet  clouds,  such  as  were  drawn  by 
Rossini,  all  these  there  are,  but  they 
transcend  wild  impressionism. 

Let  us  look  at  an  engraving  from  the 
Paestum  series,  which  belongs  to  his 
early  work  (Fig.  3).  This  interior  of 
the  "Temple  of  Neptune"  with  its  super- 
imposed columns  shows  Piranesi's  won- 
derful execution,  his  keen  interest  in  his 
subject,    and    his   genius   for  handling 


perspective.  There  is,  perhaps,  a  sus- 
picion here  of  what  came  to  be  the  only 
fault  that  has  been  attributed  to  him, 
namely  his  extreme  contrasts  of  dark 
and  light.  But  Piranesi  loved  blacks. 
He  could  draw  translucent  shadow,  and 
he  knew  as  well  as  did  Rembrandt  how 
to  make  his  whites  and  blacks  accentu- 
ate each  other. 

It  has  been  a  great  temptation  to 
some  of  Piranesi's  later  biographers  to 
forget  to  give  due  credit  to  his  prede- 
cessors for  their  influence.  It  was  a 
greater  temptation  to  Piranesi's  imme- 
diate successors  and  imitators  not  to 
give  him  any  credit  at  all  for  his  influ- 
ence upon  them.  Fallsidio's  Arc hitettura 
appeared  in  Italy  in  1589,  and  not  many 
years  later  Domenico  Fontana  brought 
out  his  folio  illustrating  his  methods  in 


[27] 


.y  Google 


ART  AND  ARCHAEOLOGY 


Fig.  4. — Two  arches  of  a  triple  aquedjc 


a  gate  when  the  Emperor  Aurelian  built  his  wall  around  Rome 


setting  up  the  obelisk  in  the  piazza  of 
St.  Peter's  (the  story  of  la  Guglia  and 
the  wetting  of  the  ropes  is  well  known). 
Then  came  Montano,  Bernini,  Rainaldi, 
Valeriani,  Ricci,  and  Pannini.  But  these 
men  progressively  had  stressed  the  ro- 
mantic element  in  the  materials  left 
from  ancient  times,  until  one  may  say 
the  classical  tradition  was  in  a  fair  way 
to  be  entirely  overthrown.  TO  PIRA- 
NESI— WITH  WINCKELMANN— 
BELONGS  THE  CREDIT  FOR  RE- 
ESTABLISHING THE  CLASSICAL 
TRADITION. 

We  are  just  beginning  to  find  out  and 
to  recognize  how  much  the  classic  re- 
vival of  the  eighteenth  century  in  Eng- 
land owes  to  Piranesi.  Among  his  vari- 
ous employers  was  Robert  Adam,  and 
in  the  Adam  book  on  architecture,  fur- 


niture, and  interior  decoration,  were 
plates  etched  by  Piranesi,  and  many  a 
piece  of  furniture  called  "Adam"  might 
better  be  called  "Piranesi."  The  same 
debt  to  a  fairly  great  extent  is  due  him 
from  Chippendale,  Sheraton,  Barto- 
lozzi,  Wedgwood,  Flaxman,  Chambers, 
the  architect  of  Somerset  House,  Sir 
John  Soane,  the  designer  of  the  Bank 
of  England,  and  Robert  Mylne,  who 
built  Old  Blackfriars  Bridge.  Some  of 
Piranesi's  own  designs  and  always  his 
influence  bulk  very  large  in  the  work  of 
all  of  these  men,  and  very  little  credit 
has  he  had  for  any  of  it  until  withi;i  the 
past  few  years. 

As  marvelous  as  anything  else  about 
Piranesi  is  the  amount  of  engraving  he 
did.  In  addition  to  much  other  work  he 
etched  over  1300  large  plates,  which  is 
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Fig.  5. — Ruins  of  the  Neronian  aqueduct,  the  larger  part  of  which  it 


'  inside  a  private  garden  in  Rome. 


a  little  better  than  one  in  every  two 
weeks  over  a  period  of  thirty-five  years. 
He  worked  so  like  a  madman  in  doing 
them,  that  his  temper  as  well  as  his 
health  often  suffered.  But  it  is  almost 
unbelievable  to  think  that  a  man  could 
turn  out  so  rapidly  such  work  as  the 
plates  from  which  the  engravings  (Fig. 
4)  of  the  old  Porta  Praencstina  (Porta 
Maggiore)  and  the  Neronian  aqueduct 
(Fig.  5)  were  made.  The  multitudinous 
detail,  the  archaeological  accuracy,  the 
artistic  tout  ensemble,  of  the  gate, 
which  is  nothing  more  than  two  arches 
of  the  triple  aqueduct  used  by  Aurelian 
as  a  gate  in  his  new  wall  around  Rome, 
strike  one  with  all  the  force  that  verity 
and  skill  can  induce.  The  line  of  arches 
in  their  picturcsquedilapidation  (Fig.  5) 
is  drawn  so  that  it  runs  off  into  limitless 
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distance,  and  the  strength  and  height 
of  the  construction  are  enhanced  by  a 
skilful  treatment  of  the  arch  openings, 
and  by  the  inset  wall. 

The  fourteen  plates  (sixteen  in  second 
state)  in  which  Piranesi's  best  tech- 
nical work  is  displayed,  comprise  the 
set  called  Le  Careen  d' Invenzione.  These 
plates  portray  an  idea  in  black  and 
white  of  a  "boundless  penitentiary, 
stretching  to  beyond  the  crack  of 
doom."  The  engravings  are,  however, 
so  well  known  that  it  is  unnecessary  to 
do  more  than  quote  Samuel  about  them : 
"The  hopelessness  of  these  interminable 
ladders  of  stairs  with  the  figure  advanc- 
ing continually,  without,  however,  ap- 
pearing to  make  any  progress,  seems  to 
paralyze  the  vitality  of  the  onlooker." 
They  show  imagination,  temperament, 
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Fig.  6.— The  Arch  of  Titus,  showing  the  seven-branched  golden  candlestick  brought  by  Titus  from  the  spoils 
of  the  temple  at  Jerusalem. 


and  etching  -  tool  manipulation,  and 
give  the  effect  of  great  immensity  of 
space  and  distance.  The  Carceri  en- 
gravings seem  to  represent  in  Piranesi's 
temperamental  experience  about  the 
same  necessity  for  an  outlet  as  "Das 
Spiel  der  Wellen"  and  others  of  the  same 
sort  do  among  the  paintings  of  Bocklin. 
Piranesi  found  great  delight  in  the 
Arch  of  Titus,  which  is  in  Rome  on  the 
ridge  between  the  Forum  and  the  Colos- 
seum. Two  of  his  engravings  of  this 
arch  will  show  treatment  of  the  same 
monument  from  two  different  points  of 
view.  In  one  engraving  the  black,  in 
the  other  the  light,  predominates.  The 
heavy  shadow  on  the  interior  of  the 
arch  (Fig.  6)  only  serves  to  accentuate 
the  soffiting  and  the  fine  relief  inside 
the  arch  of  that  part  of  Titus'  triumphal 


procession  which  carried  the  seven- 
branched  candlestick.  The  light  back- 
ground of  the  wall  and  road  leads  down- 
ward, it  will  be  noticed,  and  brings  the 
eye  past  the  black  corner  of  the  house, 
past  the  trees  and  directly  into  the  arch. 
In  the  other  engraving  (Fig.  7)  the 
arch  is  still  the  foreground  of  the  pic- 
ture, and  its  attic  with  the  inscription, 
and  the  soffiting  and  the  relief  of  Titus 
in  his  triumphal  chariot  are  still  the 
chief  points  for  the  eye  of  the  beholder. 
But  there  is  more  beyond.  Through 
the  arch  are  the  "giant  porches"  of  the 
Basilica  of  Maxentius,  and  off  and  down 
to  the  left  past  the  carefully  drawn 
Villa  Farnese,  are  the  three  columns  of 
the  temple  of  Castor,  the  columns  of 
the  temple  of  Saturn,  and  the  Senate 
house  beyond  on  the  Capitoline  hill. 

[30 1 


.y  Google 


ART  AND  ARCHAEOLOGY 


Fig.  7. — The  Arch  of  Titus,  Icralcing  towards  the  Roman  Forum.  Titus  i 
the  relief  inside  the  arch. 


I  his  triumphal  chariot  is  portrayed  o 


Piranesi  has  filled  in  his  sky  in  a  quite 
different  manner  in  the  two  engravings, 
the  tops  of  the  trees  serving  to  fill  the 
one,  a  curling  black  cloud  the  other. 

In  the  triumphal  column  with  its 
winding  band  of  relief  sculpture,  the 
Romans  may  almost  be  said  to  have 
anticipated  the  moving-picture  reel. 
The  famous  column  of  Trajan  is  wound 
about  with  the  sculptured  story  of  the 
Dacian  war.  The  extreme  delicacy  of 
the  work  necessary  to  delineate  the 
features  and  dress  and  seeming  move- 
ment of  the  hundreds  of  figures  on  five 
or  six  half  bands  of  a  curving  column 
face  appealed  to  Piranesi.  These  en- 
gravings, however,  on  a  small  scale  lose 
their  eflfectiveness.  But  Piranesi  also 
drew  some  of  the  soldiers  in  larger  size. 
One  of  the  best  shows  two  legionaries 
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wading  a  river  in  Dacia  (Fig.  9).  The 
standard  bearer  is  Jn  front  nearing  the 
bank.  He  holds  his  shield  and  carries 
the  standard  of  the  legion  over  his 
shoulder.  He  wears  a  lion's  head  cap, 
and  looks  back  at  his  companion  who 
holds  high  above  his  head  his  shield,  in 
which  are  to  be  seen  his  cloak,  belt, 
sword,  and  helmet.  Piranesi  had  some 
difficulty  in  filling  up  the  rest  of  the 
field,  and  resorted  to  putting  in  more 
standards  and  some  descriptive  matter 
as  a  background. 

The  next  two  plates  have  been  chosen 
to  give  two  of  Piranesi's  etchings  which 
have  the  same  purpose,  namely,  to  ac- 
centuate size,  and  to  obtain  that  result 
the  spectator  is  brought  to  look  at  the 
constructions  as  he  might  be  expected 
to  see  them  from  a  bird's-eye  point  of 
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view.  Archaeological ly  the  engraving 
(Fig.  8)  of  the  Flavian  Amphitheater, 
usually  called  the  Colosseum,  is  of  im- 
portance, because  it  shows  the  state  of 
the  interior  of  the  building  before  part 
of  the  arena  was  laid  bare  to  examine 
the  substruction,  and  while  the  shrines 
of  the  Via  Crucis — like  those  still 
around  the  great  plane  tree  on  the 
Galleria  di  Sopra  near  Caste!  Gandolfo 
above  the  Alban  Lake — were  still  where 
the  papal  government  had  erected  them. 
The  tiny  figures  make  the  vast  size  of 
the  Colosseum  even  more  impressive 
perhaps  than  it  really  is.  But  here  we 
have  a  piece  of  work  of  the  sort  which 
is  the  delight  of  Piranesi.  The  drawing 
of  the  Emissarium  (Fig.  1 1)  and  the  tem- 
ple reconstruction  (Fig.  15,  p.  24)  are 
others  of  the  same  kind  as  this  one  of 
the  Colosseum, namely,  plates  which  are 
full  to  the  edge  with  the  subject,  where 
there  is  room  for  nothing  else,  and 
where  the  entirety  of  the  design  strikes 
one  compellingly  all  at  once. 

How  very  different  in  every  respect 
is  the  drawing  (Fig.  10)  of  St.  Peter's 
and  its  piazza.  To  be  sure  the  Vatican 
is  there  on  one  side,  and  various  build- 
ings on  the  other,  and  the  towers  of  the 
mediaeval  wall  relieve  to  some  extent 
the  monotony  of  the  sky  line,  but  St. 
Peter's — the  dome  of  which,  as  we  all 
know,  cannot  be  seen  for  the  facade 
when  one  is  close  by — to  which  the  eye 
is  irresistibly  carried,  is  almost  dwarfed 
by  the  extravagant  exaggeration  of  per- 
spective in  the  colonnade,  which,  of 
course,  is  meant  to  create  the  impres- 
sion of  vast  grandeur  that  Piranesi  felt 
the  architects  had  failed  to  convey. 

The  splendid  masonry  of  the  outlet, 
or  Emissarium,  of  the  Alban  Lake  below 
Castel  Gandolfo  (Fig.  11)  appealed 
strongly  to  Piranesi's  practical  side,  and 
in  our  illustration  the  importance  of  the 
construction  is  forced  ujwn  our  atten- 


FiG.  9. — A  bit  of  relief  from  the  Column  of  Trajan. 
standard-bearer  and  legionary  soldier  wading 


tion.  The  pyramidal_itoml)  of  Cestius 
(Fig.  13)  near  the  Porta  S.  Paolo, 
through  which  the  road  to  Ostia  ran, 
is  also  interesting,  in  great  part  because 
of  the  construction  itself,  but  also  be- 
cause it  gave  Piranesi  a  good  oppor- 
tunity to  contrast  ancient  with  medi- 
aeval things,  nearly  always  to  the  dis- 
tinct disadvantage  of  the  latter.  Fortu- 
nately he  did  not  need  to  distort  or 
minimize  the  one  to  exalt  the  other 
unfairly. 

With  the  possible  exception  of  mod- 
ern photography,  there  are  more  classic 
motives  to  be  found  in  Piranesi  than  in 
any  other  source.  Just  how  the  man 
came  to  have  such  pure  taste  in  so 
debased  an  age  is  beyond  understand- 
ing.   To  learn  how  great  has  been  his 
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Fio.  10 — St.  Peter's  and  the  Vatican  Palace.  The  exa^erated  perspective  of  the  piazza  increases  the  impression 
of  size  and  p-andeur. 


unacknowledged  influence  should  make 
us  now  all  the  more  ready  to  do  him 
honor,  and  to  make  all  the  reparation 
possible  by  recognizing  that  influence. 
His  influence  on  later  etchers  is  clearly 
enough  marked,  and  has  been  recog- 
nized, especially  of  late,  with  due  re- 
gard, although  Rossini,  for  one,  did 
make  his  acknowledgments  rather  late 
in  life.  As  regards  furniture  and  interior 
decorative  designs  in  England,  we  have 
already  spoken.  But  attention  should 
also  be  called  to  the  fact  that  Mme.  de 
Pompadour's  brother,  de  Marigny,  who 
visited  Rome  in  1749,  when  later  in 
charge  of  the  fine  arts  of  the  empire 
called  many  a  design  "Louis  XVI," 
when  it  might  better  have  been  called 
"Piranesi."  Houdon,  also,  who  came  to 
America  with  Franklin  to  execute  the 
statue  of  Washington,  now  in   Rich- 


mond, although  he  was  in  Rome  and 
certainly  owes  much  to  Piranesi,  fails 
to  recognize  it.  Otto  Rieth's  recent 
sketches  also  are  certainly  inspired  by 
work  of  Piranesi.  What  if  Piranesi  did 
make  a  mistake  in  standing  up  for 
Etruscan  influence  rather  than  Greek 
as  the  chief  model  for  Roman  archi- 
tecture. It  was  about  the  only  mistake 
he  did  make — nor  was  he  entirely  wrong 
— and  it  did  not  hurt  or  lessen  his  work. 
Now  we  come  to  four  of  Piranesi's 
reproductions  which  will  give  an  idea 
of  his  powers  of  archaeologically  forti- 
fied imagination.  That  practically  all 
the  things  existed  which  he  has  drawn 
is  true  enough,  but  that  all  of  them 
were  heaped  up  so  close  together  and 
in  quite  so  megalomaniacal  a  manner  is 
not  true,  but  the  more  one  studies 
Piranesi's  reconstructions  in  compari- 
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>ut1et  of  the  Alban  Lake  in  the  Alban  Hills  south  of  Rome. 


son  with  Canina's  or  with  many  of  very 
recent  date,  the  more  one  discovers 
that  Piranesi's  imagination  is  rather 
truer  to  the  grandeur  of  the  facts,  than 
are  the  facts  themselves  when  recon- 
structed on  truer  lines  with  less  imagi- 
nation although  with  no  less  magnifi- 
cence. 

Piranesi's  conception  of  a  circus  race 
course,  with  its  spina  or  dividing  line 
covered  with  obelisks  and  statues  (Fig. 
12)  is  nothing  short  of  wonderful.  It 
is  realistic  to  exactness,  and  imagina- 
tive beyond  bounds.  No  less  fine  in 
every  way  is  the  restoration  (Fig.  16) 
of  the  tombs  along  the  Appian  Way 
from  the  point  where  the  Latin  Way 
breaks  off  to  the  right.  Here  we  have 
an  imaginative  treatment  of  the  tombs 
that  lined  the  Appian  Way,  as  they  did 


every  other  road  out  of  Rome,  that  is 
certainly  too  good  not  to  be  true.  The 
crowding  of  every  sort  of  memorial, 
and  the  skytouching  height  of  some 
of  the  tombs  is  overwhelming  and  yet 
not  confusing  in  the  least.  The  psy- 
chology of  the  influence  of  Rome  gives 
it  an  uncanny  verisimilitude. 

The  reconstruction  of  a  Roman  temple 
designed  to  follow  the  lines  of  the  round 
temples,  called  Temples  of  Vesta  (Fig. 
r.S,  p.  24),  is  one  of  Piranesi's  best  works. 
Here  we  have  a  great  circular  building 
somewhat  in  the  Pantheon  style,  with 
an  interior  circular  colonnade  in  the 
center  of  which  directly  under  the  dome 
opening  stands  the  Vestals'  altar.  The 
circular  colonnade  is  joined  to  the  outer 
wall  by  four  short  colonnades,  to  the 
floor  of  each  of  which  rise  magnificent 
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13. — The  Pyramid  Tomb  of  Cestius,  and  the  Porta  S.  Paolo,  in  the  Aurelian  Wall  around  Rome. 


stairways.  The  columns  are  all  of  Com- 
posite style,  statues  crown  the  colon- 
nades and  decorate  multitudes  of  niches, 
a  splendid  bas-relief  runs  round  below 
the  stylobate,  and  bucrania  and  fes- 
toons make  a  simple  effective  and  con- 
sistent frieze.  No  artist  has  ever  con- 
ceived a  nobler  or  more  beautiful  temple 
interior. 

The  etching  of  the  Verona  amphi- 
theatre (Fig.  17)  should  be  compared 
with  that  of  the  Colosseum  {Fig.  8).  The 
latter  is  nearly  all  black  and  fills  the 
plate  to  its  very  edge,  the  former  is 
almost  all  white,  relieved,  however,  by 
that  part  of  the  outside  wall  beyond  the 
slanting  line  of  the  sunlight  and  the 
vomilorm  openings  among  the  seats.  The 
Colosseum  drawing  is  meant  to  give  the 
impression  of  sTz"  and  depth,  that  of 
the  \'erona  amphitheatre  has  no  such 
suggestion. 


Approaching  in  imaginative  power 
the  best  of  the  Carceri  plates  is  Pira- 
nesi's  reconstruction  of  the  buildings 
along  the  river  bank  (Fig.  14).  This 
conception  is  fairly  stupendous.  The 
two  side  arches  up  the  stairs  of  one  of 
which  go  the  figures  from  the  boat  are 
by  comparison  with  the  persons  huge 
enough,  but  the  towering  arch  above 
in  front  of  the  main  landing  steps, 
flanked  by  magnificent  piers  topped  in 
Mausoleum  style,  is  almost  immeasur- 
ably lofty.  The  beak-ornamented  col- 
umns, the  sweeping  lines  of  elliptical 
and  semi-circular  many-storied  con- 
struction lead  one  up  in  imagination  to 
the  greatest  city  in  all  the  world,  Roma 
Imperatrix  Mundi. 

The  early  impressions  of  Piranesi's 
engraving  are  on  thick  Italian  paper, 
and  that  offers  a  first  criterion  in  judg- 
ing his  works.   After  his  death,  his  son 
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Fic.  t6. — Reconstruction  of  the  tombs  along  the  Appian  Way. 


Francesco  first  sold  his  father's  collec- 
tion of  antiquities  to  Gustavus  II  of 
Sweden,  and  then  when  he  found  his 
transactions  in  Italy  were  being  looked 
at  askance,  he  packed  up  his  father's 
copperplates  and  started  by  sea  for 
France.  The  ship  was  captured  by  the 
British,  but  because  of  his  father's  repu- 
tation the  plates  were  restored  to  Fran- 
cesco, who  republished  his  father's  etch- 
ings and  his  own  in  a  French  edition. 
Then  the  plates  were  used  again  by  a 
French  firm,  the  engravings  being  of 
course  less  distinct  and  clear.  Finally 
the  plates  came  into  the  hands  of  an 
Italian  firm,  where  they  were  coated 
with  steel  and  rebitten,  and  nowadays 
countless  impressions  are  being  dis- 
tributed on  thin  white  paper,  which 
according  to  Moore  "are  so  utterly 
changed  and  debased  as  to  do  the 
gravest  and  most  irreparable  injustice 
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to  the  reputation  of  the  genius  who 
created  them." 

Nothing  better  and  truer  in  the  way 
of  appreciation  has  been  said  of  Pira- 
nesi  than  has  been  said  by  Arthur 
Samuel:  "He  regarded  the  gratification 
of  the  aesthetic  sense  as  one  of  the 
principal  functions  of  his  own  existence, 
and,  desiring  lofty  emotions,  turned  in 
his  search  for  them  to  noble  sources. 
Thus  it  was  that  he  loved  noble  effect, 
and  one  of  the  results  of  his  work  is  the 
delight  experienced  nowadays  by  people 
who  never  suspect  that  it  is  partly  due 
to  him  that  they  owe  the  opportunity 
of  taking  their  pleasure  in  aesthetic 
ornament.  Around  his  work  is  the  in- 
describable air  of  intimate  friendship 
with  the  antique;  he  found  it  more 
difficult  to  be  a  modern  than  an  ancient, 
and  the  result  is  that  there  was  pro- 
duced a  style  peculiar  to  Piranesi,  a 
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style  which  is  at  once  decorative  and 
classically  pure,  and  no  less  graceful 
than  it  is  ingenious;  he  approached  his 
subject  with  knowledge,  and  distilled 
abundant  treasure  which  he  encased  in 
honest  dignity  and  adapted  to  modern 
usefulness." 

It  would  be  foolish  to  attempt  a  trib- 
ute to  Piranesi.  That  has  been  already 
done  many  times.  One  can  only  say 
that  he  was  a  genius  whose  imagination 
was  tempered  by  the  standards  set  by 
his  own  careful  study  and  early  train- 
ing, whose  almost  phenomenal  output 


has  been  a  matter  for  marvel,  whose  in- 
fluence has  been  and  still  is  ubiquitous, 
and  whose  etchings  arc  wonderful.  Of 
Giovanni  Battista  Piranesi,  who  made 
Goethe's  phrase  "Baukunst,  eine 
erstarrte  Musik"  reality,  who  with 
Winckelmann  revived  classic  tradition, 
who  combined  simplicity  with  nobleness 
and  truth  with  imagination,  who  put 
all  his  life  into  his  work  and  paid  little 
attention  to  getting  the  credit  his  influ- 
ence deserved,  it  can  truly  be  said, 
Piranesi  is  the  master  of  all  engravers. 

J-hns  Hopkins  CnivrrsUy 


KiG.  17.— The  Roman  Amphitheatre  at  Verona,  in  Northern  Italy. 
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SOME  RECENT  ACQUISITIONS  OF 
THE  CLEVELAND  MUSEUM  OF  ART 

Gertrude  Underhill 


THE  Cleveland  Museum  of  Art 
has  had  scarcely  more  than  a  year 
of  public  life;  since  it  was  not  un- 
til June,  1916,  that  it  opened  its  doors 
to  visitors.  In  the  brief  space  of  time 
that  has  elapsed  since  its  inauguration, 
many  important  objects  have  been 
added  to  its  permanent  exhibits.  It 
will  be  remembered  by  our  readers  that 
a  previous  article  on  the  Cleveland 
Museum  appeared  in  Art  and  Archae- 
ology, III,  1916,  pp.  233  ff. 

Among  the  more  recent  accessions  is 
a  collection  of  thirty-four  paintings 
which  was  hung  and  exhibited  in  the 
museum  for  the  first  time  last  Novem- 
ber. It  is  the  gift  of  Mr.  and  Mrs.  J.  H, 
Wade,  who  with  characteristic  gener- 
osity have  placed  on  it  no  restrictions 
as  to  its  exhibition  or  distribution.  The 
canvases  were  gathered  with  unostenta- 
tious care  a  number  of  years  ago,  with 
the  result  that  the  collection  is  an  aggre- 
gate of  old  masters  of  high  rank  and 
individual  merit.  The  artists  repre- 
sented are  with  one  exception  from 
different  European  schools. 

Among  the  earlier  paintings  are  a 
"Madonna  and  Child"  of  Frans  Floris, 
portraits  by  Paulus  Moreelse  and  Van 
Dyck,  a  genre  of  the  younger  Teniers, 
and  an  allegory  of  Rubens.  The 
Rubens,  shown  in  the  illustration 
(Fig.  1),  is  entitled  the  "Triumph  of 
the  Holy  Sacrament  over  Ignorance 
and  Blindness"  and  is  one  of  a  series  of 
designs  for  the  tapestries  known  as  the 
"Triumph  of  Religion."  It  is  in  excel- 
lent preservation,  retaining  its  original 
richness  of  coloring. 
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The  Turners  of  the  collection  arc 
characteristic  of  two  different  periods 
in  the  artist's  development.  From  the 
earlier  period,  we  have  the  large  and 
impressive  "Carthage"  (Fig.  2),  while 
"Queen  Mab's  Grotto"  is  full  of  the 
poetic  charm  of  his  later  work.  A  por- 
trait of  "Lady  Reid,"  by  Romney,  the 
"Street  Singer  and  Child,"  by  Opie,  and 
a  fine  Constable  landscape  round  out 
the  English  school. 

Isabey,  Detaille,  Daubigny,  Dela- 
croix, Rousseau,  Dupre,  Fantin-Latour, 
and  Corot  each  has  a  canvas  worthy  of 
his  name.  From  the  group  of  later 
French  artists  is"  an  interesting  Degas 
pastel,  a  Monet,  and  a  Puvis  de  Cha- 
vannes.  The  latter's  "Summer"  (Fig.  3) 
is  a  reduced  copy  of  the  decoration  of 
the  same  name  in  the  Hotel  de  Ville, 
Paris;  but  unlike  other  decorative 
studies  it  fulfills  the  requirements  of  an 
easel  picture.  It  is  full  of  the  poetry 
and  Iiarmony  characteristic  of  the  art- 
ist's work. 

Two  interiors,  akin  in  subject,  are 
interesting  paintings  in  the  collection. 
The  "Making  Cakes"  by  Josef  Israels, 
is  a  picture  of  a  Dutch  cottage,  a  bit 
of  genre  bringing  out  strong  contrasts 
between  the  woman  and  the  young 
child.  The  "Grocery  Shop,"  by  Ludwig 
Knaus,  that  hangs  by  it,  is  a  commen- 
tary on  the  different  point  of  view  of 
Dutch  and  German  artists.  The  one 
American  painting  is  a  large  "Blessed 
Mother,"  by  George  Hitchcock. 

In  sculpture,  a  masterpiece  has  been 
received  by  the  museum  as  a  recent 
gift    of    Mr.    and    Mrs.    Ralph    King. 
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Fig.  4. — Dancer  and  Gazelles,  by  Paul  Manship.    The  John  Huntington  Collectio 


It  is  a  replica  of  Rodin's  "Thinker." 
of  the  same  size  and  dimension  as  the 
statue  in  front  of  the  Paris  Pantheon. 
The  Metropolitan  Museum  of  New 
York  possesses  a  smaller  copy  of  the 
same  subject,  and  the  Walters  Art 
Gallery  of  Baltimore  has  a  replica. 
The  "Thinker"  is  now  on  view  in  the 
rotunda  of  the  museum,  but  will  ulti- 
mately be  placed  in  a  more  fitting  set- 

[45I 


ting,  outside  the  building,  on  the  broad 
stone  platform  before  the  main  entrance. 
From  this  point  the  impressive  figure 
can  be  seen  at  a  great  distance. 

In  contrast  to  the  gigantic  rugged- 
ness  of  the  Rodin,  is  a  delicate  little 
bronze,  by  Paul  Manship.  recently  pur- 
chased for  the  John  Huntington  collec- 
tion. The  "Dancer  and  Gazelles"  (Fig. 
4)  with  its  exquisite  rhythm  of  line  and 
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Fig.  5. — View  of  Gallery  XI,  showing  part  of  the  Worcester  R.  Warner  CoIIfc 


Fig.  6. — Chinese  Jade  of  the  Han  Dynasty.   Gift  of  Mr.  and  Mrs.  Ralph  King, 
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movement  can  be  counted  as  one  of  the 
finest  pieces  that  has  come  from  the 
Manship  studio.  In  this  bronze  the 
sculptor  has  linked  together  in  subtle 
fashion  the  art  expression  of  the  Western 
World  and  the  spirit  of  the  East. 

Other  important  objects  are  being 
purchased  from  time  to  time  for  the 
John  Huntington  collection.  A  fine 
bronze  "Cat"  has  recently  been  added 
to  the  Egyptian  collection.  This  is  a 
hollow  cast.  It  is  not  a  votive  "Cat," 
but  is  doubtless  to  be  considered  as  a 
coffin  for  the  mummy  of  a  cat.  The 
Cairo  Museum  has  another  example  of 
this  type.  A  granite  head  is  also  a 
recent  purchase.  This  head  is  prob- 
ably from  a  statue  of  the  lion-headed 
Goddess  Sekhmut,  and  is  of  the  eigh- 
teenth dynasty. 

The  Oriental  section  has  grown  rap- 
idly since  the  inauguration  of  the 
museum  (Fig.  5).  The  Worcester  R. 
Warner  collection,  which  is  still  in  the 
making,  as  a  whole,  is  to  include  the 
art  of  China,  Japan,  and  Korea.  One 
marvels  at  the  number  and  choiceness 
of  the  objects  already  collected  when 
one  realizes  that  they  have  been  gath- 
ered in  less  than  two  years.  The  large 
Persian  bowl  was  excavated  at  Rhages. 
It  closely  resembles  the  T'ang  pottery 
of  China.  It  is  covered  with  a  thin 
green  and  orange  glaze,  and  is  a  superb 
specimen. 

In  the  delicate  green  pitcher  with  a 
corolla  base  we  see  the  Sassanian  influ- 
ence in  China.  It  undoubtedly  is  a 
piece  dating  from  the  T'ang  Dynasty 
(618-906  A.D.).  From  this  same  dy- 
nasty is  also  the  Amida  limestone  statue. 
This  benign  Buddha  of  the  Western 
Heavens  is  simple  and  graceful  in  its 
composition.  An  interesting  small  head 
from  a  statue  is  also  dated  from  the 
T'ang  Dynasty.  This  head  shows  the 
Gandharan    influence    prevalent   in 
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Fig.  7. — Japanese  Inro  with  Netsuke  and  Ojin 

from  the  collection  presented  by 

Mr.  David  Z.  Norton. 
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Northern  India  at  this  time,  due  to  the 
Alexandrian  occupation. 

The  jade  specimens  form  an  impor- 
tant part  of  the  Worcester  R.  Warner 
collection.  A  small  bowl  of  the  Ch'ing 
Dynasty  (1644-1911  a.d.)  with  its  ex- 
quisite carving  of  low  relief  is  very 
beautiful.  Of  great  interest  is  also  an 
incense  set  of  three  pieces.  This  white 
jade  set  is  probably  carved  from  one 
boulder.  It  is  beautifully  polished  and 
subtly  shaped  and  carved.  This  set 
also  dates  from  the  Ch'ing  Dynasty. 
The  belt  buckles  are  of  various  mate- 
rials and  shapes  and  do  not  date  back 
of  the  Ch'ing  Dynasty;  but  among 
them  is  a  much  earlier  piece  purported 
to  be  from  the  Han  Dynasty  (206  b.c- 
220  A.D.).  It  is  of  a  mellow,  soft,  brown 
color. 

An  important  collection  of  fifty-five 
inro  with  velsuke  and  ojimi  complete 
has  been  recently  presented  to  the  mu- 
seum by  Mr.  David  Z.  Norton.  The  two 
pieces  shown  in  the  illustrations  (Figs. 
7,  8)  are  signed  by  famous  lacquerers. 
In  the  first,  the  signature  is  that  of 
Kwanshosai,  the  professional  name  for 
Tizuka  Toyo,  an  artist  from  Tokyo  of 
the  middle  part  of  the  eighteenth  cen- 
tury. The  second  piece  bears  the  signa- 
ture of  Zeshin  for  Shibata  Zcshin,  a 
Tokyo  artist  of  the  nineteenth  century. 
The  Cleveland  Museum  is  to  be  con- 
gratulated upon  the  possession  of  such 
fine  specimens  of  famous  lacquerers. 

Mr.  and  Mrs.  Ralph  King  have  taken 
a  very  vital  interest  in  the  Oriental 
collection  since  its  inception  in  the  mu- 
seum. Several  recent  gifts  bear  evi- 
dence of  their  continued  interest.  The 
Chun  Yao  pottery  is  an  important  Chi- 
nese product.  The  five  pieces  presented 

—Japanese  Inro  with  Netsuke  ami  Ojimi,  (^y  M^.  and  MrS.  King  are  purported  tO 

from  the  collection  presented  by  ,,^.  f^^^^  j^C  SuUg-Vuan   DynastV,   96c- 

Mr.  David  /..  Norton.  ^  ^^g  ^^     ^j^^^  ^^^  j^^j^^^  j^,^^  -^  ^^,^^ 

with  splashes  of  purple.     Four  vases  of 
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KiG.  9.— Collcclion  of  Chinese  Ting  Yao  Ware.     The  gift  of  Mr.  and  Mrs.  Ralph  King. 


Ting  Yao  ware  have  lately  been  added     220  a.d.)  are  Mr.  and  Mrs.  King's  latest 
to  the  important  collection  previously     gift  to  the  museum.    One  plain  disc  i 


given  by  Mr.  and  Mrs.  King.  The  case 
containing  this  pottery  (Fig.  9}  now 
holds  nineteen  choice  and  rare  .speci- 
mens. Two  unique  and  rare  pieces  of 
jade  of  the  Han   Dynasty    (202    B.c- 


exceptional  in  size,  and  the  other,  a 
speared  disc,  has  on  it  interesting  stellar 
decorations  (Fig.  6). 

The  Cleveland  Museum  of  Art 
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rortrait  of  the  Sculptor,  Bela  Pran,  who  died  recently,  by  Howard  E.  Smith 

tion  extending  the  glad  hand  of  wel-  lems  or  tasks  of  difficulty.    If  you  can 

come  only  to  those  who  paint  in  a  man-  repeat    a    pleasing    panorama    of    the 

ner  approved  and  practiced  by  so  many  Roman  Campagna,  why  try  to  express 

of   the   academicians  who   pursue   the  yourself  in  any  other  way,  thus  expws- 

primrose  path  of  least  resistance,  un-  ing  your  canvas   to  possible  adverse 

able  or  unwilling  to  tackle  new  prob-  criticism  which  in  turn  might  influence 
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"The  Road  to  Center  Hill,"  by  E.  W.  Redfield 


the  approaching  client?  For  art,  like 
harvesting  machinery,  has  its  commer- 
cial aspects,  with  or  without  drapery. 

The  briefest  visit  to  the  indepen- 
dents' monster  display  at  the  Grand 
Central  Palace  should  dispel  any  doubt 
that  might  linger  as  to  the  necessity 
and  benefit  of  an  Academy,  and  long 
may  it  continue  to  uphold  the  good 
traditions  of  art  which  demand  knowl- 
edge, restraint,  and  a  certain  reverence 
which  all  good  painters  of  the  past  have 
recognized  as  obvious  ingredients  in  the 
profession . 

The  ninety-second  annual  exhibition 
of  the  National  Academy  of  Design 
opened  on  March  17th  with  over  300 
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paintings  and  some  40  sculptures  at  the 
same  time,  and  challenging  but  moder- 
ate attention,  were  shown  the  minia- 
tures executed  by  the  American  Society 
of  Miniature  Painters.  It  is  a  mistake 
to  suppose  that  people  will  transfer 
their  gaze  from  large  canvases  to  minia- 
tures, which  to  receive  their  due  should 
hold  a  separate  exhibition.  The  public 
that  goes  to  a  horse  show  will  pay  scant 
regard  to  a  showcase  of  martingales. 
This  is  not  written  with  any  disrespect 
for  the  many  delightful  examples  shown, 
but  from  a  knowledge  gained  by  experi- 
ence that  pictures  and  miniatures  can- 
not be  enjoyed  together. 
The  aim  of  every  artist  is  to  obtain 


.y  Google 


ART  AND  ARCHAEOLOGY 


admission  to  the  Academy  and  space 
in  the  Vanderbilt  gallery  where  the  best 
pictures  are  on  view,  a  few  being  scat- 
tered amongst  the  three  remaining  gal- 
leries to  leaven  the  mass  and  possibly 
to  prevent  overcrowding  in  the  favored 
room.  Whether  that  may  be  the  case 
or  not,  visitors  invariably  congregate 
there  to  collect  and  regulate  their  im- 
pressions. Two  of  our  premier  portrait 
painters  were  there  revealed  in  Irving 
R.  Wiles  and  Louis  Betts,  the  former 
with  a  dignified  presentment  of  a  hand- 
somely gowned  girl  seated  at  ease  upon 
a  sofa,  rich  blacks  and  browns  being 
deftly  and  cleverly  handled.  A  full- 
length  portrait  of  a  goung  girl  in  a  pink 
frock  lightly  advancing  was  the  virile 
achievement  of  Louis  Betts,  who  has 
treated  a  difficult  subject  in  a  debo- 
nair and  distinguished  manner. 

Large  realistic  renderings  of  snow- 
clad  regions  have  long  engaged  the 
attention  of  American  painters  who 
have  not  been  slow  to  realize  the  possi- 
bilities of  applying  vigorous  methods  of 
technique  to  splendid  sweeps  of  hill, 
vale,  or  coast  in  winter.  Such  men 
as  Elmer  Schofield,  now  fighting  in 
France,  Gardner  Symons,  E.  W.  Red- 
field,  Charles  Rosen,  John  Folinsbee, 


and  others  have  paid  particular  atten- 
tion to  this  phase  of  art,  so  that  an 
exhibition  without  a  canvas  by  some  of 
these  men  would  be  uncharacteristic. 
An  unusually  good  study  of  sunlit  snow 
was  "Brook  and  River,"  by  Charles 
Rosen,  whilst  Everett  L.  Warner  gave 
a  big  rendering  of  the  same  problem  in 
his  .canvas  entitled  "The  Winding 
Stream."  An  artist  of  imagination  who 
ploughs  a  lonely  furrow  in  his  individual 
expression  and  symbolism  is  Max  Bohm, 
who  carried  off  the  Clarke  prize  for  his 
"Children  on  the  Sands,"  a  strongly 
drawn  and  colored  group  in  a  fine  sculp- 
turesque composition. 

Amongst  the  pictures  reproduced  in 
this  article  is  a  very  striking  portrait 
of  the  late  Mr.  Bela  Pratt.  Curiously 
enough  Howard  E.  Smith  was  so  influ- 
enced by  his  sitter  that  unconsciously 
he  had  depicted  his  rugged  features  and 
determined  pose  in  terms  of  sculpture. 
This  talented  man,  wrested  from  us  in 
the  very  heyday  of  his  life  and  endeavor, 
appears  chiselled  rather  than  brushed 
upon  the  canvas.  No  prize  was  more 
worthily  bestowed  than  the  first  Hali- 
garten  that  fell  to  the  painter  for  his 
excellent  artistry. 

New  York  City 
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CURRENT  NOTES  AND  NEWS 

News  from  Rome 

IN  the  period  which  has  passed  since  my  previous  report  (Art  and  Archae- 
ology, IV,  pp.  249-51),  there  have  been  a  number  of  interesting  archaeological 
developments  in  Rome  and  other  parts  of  Italy,  due  partly  to  the  systematic 
activity  of  the  authorities  and  partly  to  the  chance  finds,  connected  with  building 
operations  and  the  like,  which  are  never  lacking  in  this  remarkable  land. 

Visitors  to  Rome  will  remember  the  charming  group  of  structures  near  the 
Tiber,  including  the  round  marble  building  known  to  an  older  generation  as  the 
"Temple  of  Vesta."  One  of  the  most  impwrtant  of  these  edifices,  the  pseudo- 
peripteral  Republican  temple,  perhaps  that  of  Fortuna  Virilis  or  Mater  Matuta, 
which  in  the  Middle  Ages  became  the  church  of  Santa  Maria  Egiziaca,  is  to  be 
redeemed  from  century-long  neglect,  and  as  I  write  it  is  being  liberated  from  the 
uninteresting  modern  houses  which  had  nestled  up  against  it.  The  round  Repub- 
lican temple  near  the  Porticus  of  Pompey  has  likewise  been  cleared.  The  recent 
work  of  the  municipality  in  widening  the  approach  to  the  city  from  the  quarter 
of  San  Lorenzo  has  made  clearer  the  character  and  relation  of  the  various  aque- 
ducts, gates,  and  other  structures  about  the  Porta  Tiburtina  of  the  Aurelian  Wall, 
including  a  hitherto  unknown  Republican  archway.  Building  operations  in  the 
Villa  Wolkonsky,  between  the  Porta  Maggiore  (Porta  Pnenestina)  and  the 
Lateran,  have  disclosed  some  late  Republican  tombs,  of  the  interesting  type  which 
includes  a  group  of  busts  of  the  members  of  the  family. 

There  has  been  renewed  discussion  of  the  project  for  including  the  Capitoline 
Hill  in  the  officially  recognized  Archaeological  Zone,  and  eventually  liberating 
it  from  modern  structures. 

It  will  be  welcome  news  to  all  who  are  interested  in  Greek  and  Italic  ceramics 
that  the  catalogue  of  the  painted  vases  in  the  Museo  di  Villa  Giulia  is  nearing 
completion.  It  is  in  the  competent  hands  of  Savignoni,  who  has  just  published 
{BoUetlino  d'Arte,  x,  1916,  pp.  335-68),  as  a  sort  of  first-fruits,  a  well-illustrated 
survey  of  the  material.  Although  numerically  inferior  to  the  collection  in  London, 
Paris,  and  elsewhere,  the  vase  collection  of  the  Villa  Giulia  has  the  advantage 
of  representing  exclusively  the  finds  from  a  limited  homogeneous  area,  the  terri- 
tory of  the  Faiiscans.  It  has  a  fair  number  of  imported  vases  from  sixth  and 
fifth  century  Athens,  with  a  few  good  specimens  of  other  Greek  fabrics;  and  it 
is  rich  in  the  less  refined,  more  florid  and  sometimes  more  expressive  products  of 
the  Faliscan  potters  themselves.  Delia  Seta's  catalogue  of  the  museum's  incom- 
parable collection  of  architectural  terra-cottas  from  Latium  and  the  Faliscan 
territory  may  likewise  be  expected  to  appear  at  no  distant  date. 

The  excavations  at  Ostia  have  been  progressing  steadily,  and  now  comes  the 
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news  that  Dr.  Calza  has  returned  from  his  military  ser\'ice  to  resume  the  direction 
of  this  work  and  to  prosecute  it  with  a  larger  staff  of  workmen  than  before.  At 
Ostia  it  is  perhaps  less  the  individual  finds  than  the  whole  picture  of  the  ancient 
civilization  that  matters;  still  one's  desire  for  new  things  has  been  met  by  a 
remarkable  marble  altar  with  figures  in  low  relief,  dedicated  early  in  the  empire 
to  the  street  Lares;  by  a  double  door  of  stone,  made  in  imitation  of  a  wooden  or 
metal  original,  and  adorned  with  representations  of  fasces  and  of  the  four  seasons; 
and  by  a  couple  of  inscriptions  in  honor  of  official  personages.  The  unique  group 
of  four  small  temples  on  one  large  podium,  to  which  I  called  attention  ten  years 
ago  {American  Journal  of  Archaeology,  1907,  p.  55),  has  been  fully  investigated 
and  well  published  in  the  Monumenti  antichi  dei  Lincei,  Vol.  xxiii.  The  important 
discoveries  having  to  do  with  the  type  of  dwelling-house  prevailing  at  Ostia,  to 
which  I  alluded  in  the  previous  report,  are  now  accessible  in  Calza 's  article  in 
the  same  volume  of  the  Monumenti.  This  will  form  the  starting  point  for  all 
further  discussion  of  the  subject,  and  it  is  interesting  to  observe  how  all  unknow- 
ingly it  carries  on,  and  is  in  turn  supplemented  by,  the  investigations  of  an 
American  scholar  (Miss  M.  C.  Waites,  in  Classical  Philology,  ix,  1914,  pp.  1 13-33). 

News  of  the  finds  at  Pompeii  continues  interesting,  and  the  literature  on  that 
Campanian  town  has  received  one  highly  important  addition.  A  detailed  article 
which  Delia  Corte  has  published  in  the  new  journal  Neapolis  contains  all  the 
evidence  available  as  to  the  people  who  lived  in  the  various  houses.  The  election 
notices  are  invaluable  here,  owing  to  the  practice  of  the  influential  Pompeians  of 
telling  the  public  which  candidates  they  supported  by  means  of  painted  notices 
on  the  exteriors  of  their  houses.  These  sometimes  occur  three  or  four  deep,  on 
successive  layers  of  white  paint;  and  they  give  not  only  the  names  of  the  candi- 
dates but  also  those  of  their  supporters,  i.e.,  the  dwellers  in  the  respective  houses. 
Delia  Corte's  article  is  more  than  a  sort  of  directory,  for  he  has  succeeded  in 
tracing  a  considerable  amount  of  the  official  and  social  connections  of  many  of 
the  families.  Thus  we  are  nearer  than  we  were  before  to  knowing  something  of 
the  Pompeian  people  themselves. 

The  Roman  papers  announce  important  discoveries  of  sculpture  at  Tripoli 
and  Cyrene,  concerning  which  we  must  await  further  particulars. 

In  conclusion,  it  is  proper  to  note  that  the  traditions  of  Rome  as  an  archaeo- 
logical and  historical  center  are  being  upheld  at  the  present  time.  The  fine  new 
library  of  the  British  School  in  the  Valle  Giulia,  between  the  Museo  di  Villa 
Giulia  and  the  Villa  Borghese,  has  been  opened  to  scholars,  and  thus  it  is 
possible,  inter  alia,  to  consult  the  books  which  Thomas  Hodgkin  used  for  writing 
his  great  history  of  "Italy  and  Her  Invaders,"  this  valuable  collection  having 
been  presented  to  the  school.  It  seems  indeed  as  if  the  investigations  of  the 
Italians  themselves  had  never  been  so  active,  so  well  directed,  or  so  skilfully 
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conducted,  as  at  the  present  time:  this  too  at  a  moment  when  the  first  care  of 
the  authorities  is  the  fundamental  one  of  preserving  from  harm  the  priceless 
treasures  in  their  keeping. 

A.  W.   VAN   BUREN 
Ameriian  Academy,  Rome 

Stone  Implements  in  Northern  Shan  States 

A  BRITISH  forest-officer  who  was  recently  touring  in  North  Hsenwi.  the  little- 
known  territory  in  the  Northern  Shan  States  between  Burma  and  China, 
came  across  stone  axes  and  other  implements  which  must  have  been  used  by  the 
Palaung,  Shan,  and  Kashmir  tribes,  who  alternately  fought  with  each  other  and 
held  sway  over  the  beautiful  hills  and  valleys  which  seem  at  one  time  to  have 
supported  a  considerable  population.  He  came  across  stone  implements  in  various 
localities  which  show  that  the  tribes  were  in  touch  with  the  neolithic  races. 
Communications  in  this  country  are  difficult  and  it  is  quite  possible  that  stone 
implements  may  have  remained  in  use  by  primitive  races  long  after  metals  had 
been  substituted  for  them  in  more  accessible  parts  of  the  world.  There  are  inter- 
esting limestone  caves  in  these  hills,  and,  if  they  are  ever  thoroughly  and  scientifi- 
cally investigated,  it  is  quite  possible  much  may  be  found  which  will  increase  our 
knowledge  of  how  the  wild  tribes  of  prehistoric  times  lived,  of  which  very  little 
can  even  be  surmised  at  present.  At  Lungkiang  a  deep  shaft  was  pointed  out 
where  Chinese  in  former  times  dug  for  copper,  and  near  this  place  was  shown  a 
spot  where  some  fifty  or  sixty  years  ago  a  Burmese  army — the  last  that  was  ever 
sent  by  the  Burman  king  to  reduce  the  Shang  to  subjection — came  to  an  inglorious 
end  from  effects  of  famine  and  cold  climate  perhaps  as  much  as  from  the  arms  of 
the  Shans.  More  limestone  caves  were  found,  said  to  have  similar  characteristics 
to  those  existing  in  the  United  States  of  America  and  Europe,  and  it  is  to  be 
hoped  when  they  can  spare  an  officer  to  investigate  these  places,  that  the  Burma 
Government  will  send  one.  In  the  Kafna  district  some  hot  springs  were  met  with, 
saiid  to  be  held  in  veneration  by  the  Chinese  who  make  an  annual  pilgrimage  to 
th?m  for  two  or  three  weeks  in  February.  They  may  perhaps  do  some  bathing 
and  possibly  some  praying,  but  most  of  the  time  is  said  to  be  spent  in  drinking, 
smoking  opium,  now  forbidden  in  China,  and  gambling.  The  Shan  chief  keeps 
a  police  guard  there  during  the  period  of  the  festival,  and  order  is  generally 
maintained.  At  Mongya,  a  day's  march  from  the  Salwin  River,  there  is  a  small 
stream  which  has  long  been  famed  for  its  gold.  No  statistics  of  the  amount 
recovered  are  kept,  but  the  Kashmirs  and  Shans  say  that  "in  a  few  days,"  which 
may  mean  two  or  three,  or  a  fortnight,  that  they  can  generally  recover  gold 
weighing  a  tola,  which  they  can  sell  for  about  £2  to  traders. 

F.  N.  BURN 
ilish  India 
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The  Woodcarrer  of  Salem.  By  Frank  Cousiiis 
and  Phil  M.  Riley.  Boston:  Little  Brown  and 
Company,  1916.  Pp.  20+ 168.  Illustrated. 
Limited  edition.   $7.50. 

The  need  of  a  popular  book  dealing 
with  the  beautiful  old  houses  of  Salem, 
Massachusetts,  and  with  Samuel  Mc- 
Intire,  the  designer  of  so  many  of  them, 
is  very  well  met  by  the  present  volume 
with  its  appetizing  title.  One  of  the 
authors,  Mr.  Frank  Cousins,  has  made 
a  lifework  of  photographing  old  Salem; 
the  other,  Mr.  Riley,  was  formerly 
architectural  editor  of  "Country  Life 
in  America,"  and  evidently  knows  how 
to  whet  and  satisfy  public  anticipation. 
Mclntire's  personality,  unassuming  and 
honest,  lends  interest  to  the  text,  which 
combines  the  character  sketch  with  the 
narrative  biography  and  the  descrip- 
tion of  the  buildings.  Two  representa- 
tive houses  are  discussed  fully,  while 
the  notable  features  of  others  are 
brought  together  in  chapters  on  such 
subjects  as  doorways  and  mantels. 
Other  chapters  deal  with  Mclntire's 
designs  for  public  buildings,  and  his 
works  of  sculpture,  which  are  among 
the  most  interesting  of  our  early  efforts 
in  that  art.  The  illustrations  naturally 
assume  a  large  importance.  Over  one 
hundred  and  twenty-five  full-page 
plates  of  half-tones,  many  of  them  with 
two  or  more  views  on  a  page,  suffice  to 
give  a  very  just  idea  of  the  beauty  and 
variety  of  Mclntire's  work.  Its  value, 
as  among  the  richest  and  most  delicate 
of  our  post-Colonial  architecture  and 
decoration,  cannot  fail  to  be  recognized 
by  everyone.  In  praising  it,  to  be  sure, 
the  authors'  zeal  occasionally  carries 
them  somewhat  beyond  the  sober  truth, 
as  when  they  say,  after  acknowledging 
Mclntire's  indebtedness  to  Sir  Christo- 
pher Wren  and  the  Adams  in  England, 


"His  designs  are  more  chaste  and  classic 
than  those  of  Wren  and  Gibbons,  more 
original  and  imaginative  than  thoseof  the 
Adam  brothers."  The  text  also  includes 
certain  other  statements  not  wholly 
correct,  for  instance,  that  in  Mclntire's 
day,  "every  architect  was  primarily  a 
craftsman,  a  carver,  a  joiner,  a  house- 
wright,  as  well  as  a  designer."  Aside 
from  important  amateurs  like  Jefferson, 
this  leaves  out  of  account  the  self- 
trained  designers  like  Bulfinch  and 
Thornton,  to  say  nothing  of  the  men  of 
regular  professional  training  like  La- 
trobe.  Such  errors,  however,  will  dis- 
turb but  little  the  lover  of  old  things, 
who  cannot  fail  to  derive  pleasure  from 
this  book  if  he  is  fortunate  enough  to 
secure  a  copy.  F.  K. 

Tlie  Practical  Book  of  Early  American  Arts 
and  Crafts.  By  Harold  Donaldson  Eberirin  and 
Abbot McClure.  Philadelphia:  Lippincott  Co., 
1916.   Pp.  339.   $6.00. 

In  this  attractive  manual  the  authors 
attempt  for  the  first  time  a  comprehen- 
sive treatment  of  Colonial  handicraft. 
Silver,  pewter,  glassware,  needlework, 
and  pottery  all  fall  within  its  scope, 
which  includes  also  such  of  the  lesser- 
known  arts  as  manuscript  illumination 
and  decorative  painting.  In  each  of 
these  lines  there  lies  at  the  basis  of  the 
authors'  treatment  some  special  publi- 
cation by  one  of  the  pioneers  of  his- 
torical research  in  American  art,  such 
as  the  late  Edwin  Atlee  Barber  for 
pottery,  Frederick  William  Hunter  for 
glass,  and  Henry  Chapman  Mercer  for 
illumination.  There  is  also  interesting 
new  material,  however,  and  the  in- 
formation hitherto  scattered  in  period- 
icals, pamphlets,  and  monographs  is 
now  made  conveniently  accessible  to 
the  larger  public.  Descriptions  of  meth- 
ods of  work  and  types  of  objects,  out- 
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lines  showing  the  periods  of  develop- 
ment and  the  dates  of  individual  crafts- 
men are  useful  features.  Some  errors 
and  omissions  are  natural  in  view  of 
the  youthfulness  of  the  whole  subject, 
but  these  do  not  greatly  injure  the 
practical  value  of  the  book,  which  is 
well  fitted,  above  all  by  its  illustrations, 
to  serve  as  an  introduction  and  work  of 
constant  reference.  F.  K. 

Six  Lectures  on  Architecture.  The  Scam- 
mon  Lectures  at  the  Art  Institute  of  Chicago. 
By  Ralph  Adams  Cram,  Thomas  Hastings,  and 
Claude  Bragdon.  Chicago:  University  of 
Chicago  Press,  1917.    Pp.  x  -t-  172.  $2.00 

If  ever  a  man  touched  any  subject 
con  amore  it  is  invariably  true  that  Mr. 
Cram  so  touches  Gothic  art.  He  and 
his  subject  mutually  dignify  each  other. 
Among  a  host  of  notable  results  are  the 
many  phrases  which  he  uses  in  regard 
to  his  subject,  every  one  a  perfect  amal- 
gam of  clean-cut  instruction,  illuminat- 
ing comment,  and  profound  reverence, 
the  consequent  result  to  the  reader 
being  true  inspiration.  In  the  present 
case  it  is  more  than  Gothic  art  that  is 
illumined,  namely,  the  value  of  culture 
to  the  state,  as  over  against  the  corod- 
ing  effects  of  Kultur.  These  pages  are 
the  sort  of  inspirational  writing  which 
may  be  put  with  safety  into  the  hands 
of  a  beginner  in  the  subject.  Not  less 
are  they  the  sort  which  those  who  have 
grown  old  in  it  will  read  gladly — a  sort 
of  lifetime  r^sum^.  It  is  no  more  pos- 
sible to  compress  their  substance  into 
a  few  so-called  critical  paragraphs  than 
it  would  be  possible  to  compress  Pater's 
essays  on  Notre  Dame  d'Amiens  and 
Vezelay,  two  of  the  finest  bits  of  writ- 
ing ever  done  on  the  "Mistress  Art." 
They,  with  Ruskin's  "Seven  Lamps  of 
Architecture"  and  Viollet-le-Duc's 
"Discourses,"  make  up  a  small  com- 
pany, sui  generis.     Dante's  famous 
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words,  in  this  connection,  are  applica- 
ble to  Mr.  Cram's  "The  Beginnings  of 
Gothic  Art."  and  "The  Culmination  of 
Gothic  Architecture,"  "sixth  amid  so 
much  wisdom." 

Utterly  different  in  point  of  attack 
but  not  less  worth  while  are  the  other 
four  lectures  which  make  up  this  ad- 
mirable book.  Few  are  the  men  who  can 
weave  definitions  as  clear  as  those  of 
Mr.  Hastings,  yet  keep  them  free  of  the 
taint  of  forbidding  intellectuality  and 
dryness.  Just  read  what  he  says  of 
architecture  vs.  engineering,  pages  74, 
75;  of  that  all-essential  yet  illusive 
thing  called  "scale,"  pages  92,  93;  of 
copying  vs.  creating  in  respect  to  medi- 
aeval Gothic  in  which  the  workmen 
"praised  God  with  every  chisel-stroke," 
and  in  respect  to  modern  architecture 
wherein  the  laborers'  "one  intent  is  to 
increase  their  wages  and  diminish  their 
working  hours."  What  is  said  on  these, 
and  kindred  matters,  is  not  only  to  the 
point,  but  it  is  to  points  in  which  more 
men  are  interested  than  is  generally 
suspected,  let  alone  granted.  One  pas- 
sage shall  be  quoted.  It  should  be 
spread  far  and  wide  against  the  time 
peace  comes,  and  the  restorer  will  begin 
the  final  destruction  of  what  German 
shells  have  wrecked  at  Reims,  Arras, 
Louvain,  Ypres,  Malines,  Senlis,  Sois- 
sons,  and  many  more. 

"And  when  ....  the  great  monu- 
ments of  history  that  have  survived  the 
ages  are  subjected  to  the  onslaught  of 
modern  armament,  let  us  hope  that 
they  may  not  be  further  subjected  to 
the  work  of  the  architect  who  would 
fain  restore  them  in  the  style  which  has 
passed  and  so  rob  us  of  all  that  is  left." 

In  the  final  lectures  of  this  volume, 
Mr.  Bragdon  deals  with  the  subject 
from  still  another  angle — the  whole 
book  glows  with  personality  in  the 
sense  of  style — and  gives  us  not  only 
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a  discourse  upon  the  specific  art  of 
architecture,  but  discourses  also  upon 
art.  always  a  far  more  difficult  thing  to 
do.  Almost  anyone  with  fair  intelli- 
gence and  good  diligence  can  write 
interestingly  about  specific  aspects  of 
a  particular  art.  To  write  helpfully 
and  simply  about  specific  aspects  of  a 
particular  art,  and  at  the  same  time 
enlighten  the  reader  about  art,  over 
and  above  and  inclusive,  is  a  rare  ac- 
complishment. It  is  just  this  which 
Mr.  Bragdon  does.  It  is  not  so  much 
that  new  ideas  are  broached  as  that 
old  ones,  required  to  be  known  for  the 
common  good,  are  set  forth  with  that 
twofold  force  which  comes  of  good 
■writing  based  on  clear,  strong  feeling. 
It  is  to  be  hoped  that  this  book  will 
have  a  very  wide  circulation,  not  only 
among  professional  men  but  among 
laymen,  because  it  is  enlivened  through 
and  through  with  passages  of  utmost 
CO rnmon -sense,  imagination  and  charm, 
as  shot-silk  is  enlivened  with  golden 
threads.  From  cover  to  cover  the  doc- 
trine is'  one  greatly  needed  in  these 
days.  It  reste  on  the  promise  that  all 
great  architecture^ — architecture  which 
ultimately  shall  become  an  active  agent 
for  the  ■  furtherance  of  culture — must 
have  soul  or  spirit  as  well  as  body.  It 
is  doubly  coavincing  to  hear  this  doc- 
trine from  the  lips  of  preeminently 
practical  living  men.  Best  of  all,  it  is 
inspiriting. 

ALFRED  M.  BROOKS 
Indiana  University 

Joseph  Pennell's  Pictures  of  War  Work  in 
England.  With  notes  by  the  artist  and  with  an 
introduction  by  H.  G.  Wells.  Philadelphia: 
J.  B.  Lippincott  Co.,  and  London:  William 
Heinemani),  1917.  Fifty-one  illustrations  on 
separatepages(i7full-page,34half-0age).$i,5O 

.'  These  fifty-one  splendid   plates  are 
reproductions  of  a  series  of  drawings 


and  lithographs  of  the  munition  works 
in  England  made  by  Joseph  Pennell 
with  the  permission  and  authority  of 
the  British  Government.  The  artist  in 
a  short  preface  tells  how  he  got  the  per- 
mission to  visit  the  munition  plants. 
Mr,  Wells  in  his  four-page  introduction 
interprets  Pennell's  drawings  as  the 
"splendors  and  immensities  of  forge 
and  gun-pit,  furnace  and  mine-shaft," 
that  rob  man  of  dominance.  "He  leaves 
it  for  you  to  draw  the  obvious  conclu- 
sion that  presently,  if  we  cannot  con- 
trive to  put  an  end  to  war,  blacknesses 
like  these,  enormities  and 'flares  and 
towering  threats,  will  follow  in  the 
track  of  the  tanks  and  come  trampling 
over  the  bickering  confusion  of  man- 
kind." 

All  of  the  drawings  in  their  hugeness, 
do  belittle  mankind,  but  do  at  the  same 
time,  Mr.  Wells  to  the  contrary  not- 
withstanding, bespeak  the  master  mind 
of  man.  "Pennell"  is  written  small  on 
every  drawing,  but  there  is  a  dash  in 
all  his  work  that  serves  as  a  signature. 
It  is  hard  to  pick  out  particular  draw- 
ings, but  there  is  special  power  and 
verve  in  v,  "From  the  Tops  of  the  Fur- 
naces," and  VIII,  "The  Great  Tower. 
Pig-iron."  XXVII,  "The  Old  Shipyard," 
is  sketchy  but  very  effective;  xxviii, 
"Munitions  River,"  a  daring  effect  in 
black  and  white;  xxxvi,  "Bringing  in 
the  Gun,"  has  something  in  it  of 
Piranesi's  Carceri  d'Imenzione;  XLVll, 
"Peace  and  War,"  shows  munition 
factories  on  both  sides  of  a  small  river, 
an  old  abbey  in  the  background  and  an 
aeroplane  soaring  above  it;  Ll,  "Shot," 
the  shot-tower  thrown  into  relief  by 
shooting  searchlights;  L,  "The  Great 
Chimney:  The  Motor  Park,"  is  a 
brilliantly  executed  blur,  and  the 
author's  favorite  of  the  lot,  one  sus- 
pects. The  book  is  full  of  delightfully 
awesome  drawings.  R.  v.  D.  H. 
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Fig.  7 —Spherical  flask  with 
abort  cylindrical  neck,  made  of 
one  continuous  spiral  strip  of 
opaque  white,  alternating  with 
violet-brown  purple.  Kouchakji 
Collection. 


Fig.  8. — Loops  on  the  Gir- 
dle Type.  Spherical-tur- 
binate  Hask  with  short. 
Blender  neck,  made  of  six 
looped  strips  reaching  to 
the     girdle,    and    of    one 

Btratilied  glass  continued 
from  the  girdle  to  the  base. 
Cokir,  deep  Ptolemaic  blue 
and  opaque  white.  The 
spiral  strip  is  dr^ged  up- 
wards.  Kouchakji  CoUec- 
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Fig.  I. — Crossing  strips.  Spherical  bowl-flask  with  short  neck, 
made  of  two  strips  of  stratified  glass,  crossing  at  right  angles. 
The  outer  strip  is  made  of  alternate  layers  of  opaque  white  and 
purple-brown,  while  the  inner  strip  is  made  of  alternate  layers 
of  white  and  brownish  yellow.  Evan  Gorga  Collection  in  Rome. 
Italy. 

Fig.  2. — Loop-type.  Pear-shaped  flask  with  very  short  neck  set 
oH  squarely  to  the  bowl.  Made  of  two  strips  of  stratified  glass 
with  alternating  colors  of  emerald  green,  violet-brown,  cobalt 
blue,  and  gold-glass.     Earliest  type.  Museum  of   Perugia,  Italy. 

Fig.  3.~~-Small  spherical  bowl-flask  made  of  one  single  strip  of 
stratilied  glass,  one  end  bent  into  a  loop,  the  rest  spirally  wound 
and  the  center  dragged  into  a  sharply  pointed  wave.  The  lower 
end  of  the  strip  curled  and  not  dragged.  Kouchakji  Collection. 
Colors:  white,  pale  celest  blue,  olive-green,  and  gray. 

Fig.  4, — Straight  strips.  Minute  ovoid  flask.  Plain,  straight  up- 
right strips,  of  alternating  white,  pale  ochre,  and  deep  brown 
glass.  The  Castellani  Collection,  Rome.  Another  specimen  is  in 
the  Museo  Nazionale.  The  color  combination  is  characteristic  of 
the  second  and  firsi 


Fic.  5. — Spherical  bowl,  neck  short,  made  of  stratified  glass,  to 

which  were  added  superficial  opaque  white  bands  partly  draped 

to  enhance  the  effect.    Six  projecting  ribs  or  fins,  produced  by 

pressing  into  a  mould.    Kouchakji  Collection. 

Fig.  6. — Spherical  flask  with  short  cylindrical  neck,  made  of  two 
strips  of  stratified  glass  bent  into  a.  loop.    Colors  Ptolemaic  pale 
and  dark  blue,  yellow  opaque  white,  and  olive-green.    Canessa 
Collection,  New  York  City. 
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STRATIFIED  GLASS  -  A  HITHERTO  UNDEFINED 
TYPE  OF  MOSAIC  GLASS 

GUSTAVUS  A.  ElSEN 


IN  a  paper  on  the  "Origin  of  Glass- 
Blowing"  (American  Journal  of  Ar- 
chaeology, Second  Series,  Vol.  xx, 
1916,  No.  2)  I  had  occasion  to  refer 
to  a  type  of  glass  which  I  designated  as 
"stratified  mosaic  glass."  As  vessels 
and  beads  of  this  kind  of  glass  are  not 
only  the  earliest  known  made  by  the 
process  of  blowing,  but  also  highly  in- 
teresting on  account  of  the  technical 
difficulties  connected  with  the  process 
and  the  almost  unsurpassed  beauty  of 
the  results,  a  further  discussion  of  them, 
illustrated  by  typical  specimens  of  such 
wares,  may  be  acceptable  to  those  who 
take  interest  in  this  matter. 

Definition.  Stratihed  glass  is  a  type 
of  mosaic  glass  made  from  strips  of  dif- 
ferent colored  glass.  The  effect  pro- 
duced is  interesting  and  remarkable,  as 
the  layers  are  seen  to  stand  on  end  and 
can  be  followed  from  the  surface  of  the 
glass  to  its  reverse.   One  seems  to  look 
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at  reefs  submerged  in  a  translucent  sea. 
In  order  to  produce  this  effect  the  arti- 
san alternated  strips  of  transparent  and 
opaque  glass.  The  transparent  strips 
are  generally  of  such  colors  as  blue, 
green,  and  violet-brown,  while  the 
opaque  ones  are  white  or  gold-glass. 
The  effect  can  best  be  seen  by  exam- 
ining the  accompanying  illustrations 
made  of  the  best  existing  specimens. 
The  layers  are  generally  slanting  and 
seem  to  vanish  in  the  far  distance.  The 
upper  edges  of  the  strips  are,  of  course, 
the  brightest,  and  those  farthest  away 
the  dullest.  The  white,  opaque  glass 
was  especially  useful  because  it  height- 
ened the  color  of  the  transparent  glass 
in  a  graded  manner,  giving  to  the  de- 
sign, if  so  we  may  call  it,  a  perspective, 
only  possible  in  types  of  mosaic  glass 
in  which  the  units  penetrate  the  whole 
matrix  of  the  glass.  The  walls  of  vessels 
made  of  this  glass  are  naturally  thick, 
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but  not  nearly  as  thick  as  they  appear. 
The  effect  of  distance  is  produced  by  a 
trick  of  the  technique.  It  is  possible  to 
effect  a  somewhat  similar  result  by 
other  means,  but  it  is  easy,  when  the 
technique  is  clearly  understood,  to  sepa- 
rate and  recognize  the  various  methoids. 
The  difficulty  of  manipulating  the  strips 
of  glass  was  considerable  and  the  arti- 
san soon  discarded  the  original  method, 
but  the  effect  of  the  substitution  was 
necessarily  inferior.  The  original  tech- 
nique did  not  lend  itself  to  produce  thin 
walled  vessels  or  any  vessels  of  large 
size,  so  all  objects  made  of  stratified 
mosaic  glass  are  small. 

Material.  The  material  of  which  the 
stratified  vessels  were  made  consisted 
of: 

Sheets  of  glass  of  various  colors.  These 
sheets  were  probably  thick  and  small, 
perhaps  only  a  few  inches  square.  As 
glass-blowing  had  not  yet  been  dis- 
covered, the  sheets  were  made  by  plac- 
ing a  small  lump  of  glass  on  a  marble 
plate,  and  by  pressing  and  beating, 
accompanied  by  working  the  surface 
with  a  metal  roller,  it  was  flattened  out 
into  a  thick  sheet.  Out  of  these  sheet- 
units  was  prepared  the  composite  plate. 

The  Composite  Plate.  Several  of  the 
monochrome  sheets  were  placed  on  top 
of  each  other  and  softened  by  heat.  At 
the  same  time  the  rolling  and  beating 
process  continued  until  one  solid  sheet 
was  produced,  naturally  of  sufficient 
thinness  to  be  readily  cut  and  otherwise 
manipulated.  In  order  to  produce  the 
proper  color  effects,  opaque  white  sheets 
of  varying  thinness  were  placed  between 
sheets  of  transparent  or  translucent 
glass.  When  the  various  sheets  had 
been  welded  together,  the  next  step  in 
the  process  was  commenced  before  the 
mass  had  cooled. 

The  Strips.  This  step  consisted  of 
cutting  the  soft  mass  into  narrow  strips 


of  sufficient  thinness,  generally  a  little 
thicker  than  the  wall  of  the  vessel  was 
to  be  when  made.  Such  strips  would 
naturally  show  the  edges  of  the  sheets 
on  the  cut  and  it  is  these  edges  that 
give  the  vessel  its  peculiar  pattern. 

The  Surface  Pattern.  The  surface  pat- 
tern resulted  partly  from  the  edges  of 
the  alternate  layersof  glass  in  each  strip, 
partly  from  the  manner  in  which  the 
strips  were  manipulated.  The  more  in- 
tense marking  of  the  pattern  remained 
always  near  to  the  surface  because  here 
the  edges  were  not  covered  over  by  the 
other  layers  of  the  glass.  The  alternat- 
ing opaque  white  and  translucent  colors 
produced  a  very  fine  effect.  The  pat- 
tern consisted  always  of  practically  par- 
allel lines,  such  as  waves,  spirals,  curls, 
but  never  of  stars,  fiowers,  and  compli- 
cated geometrical  patterns.  The  sim- 
plicity of  the  patterns  and  the  harmoni- 
ous colors  make  vessels  and  beads  of 
this  glass  very-  beautiful.  They  are 
among  the  best  that  antique  art  has 
produced. 

The  Mechanical  Patterns.  The  me- 
chanical patterns  resulted  from  the 
manner  in  which  the  strips  were  ma- 
nipulated in  order  to  form  a  vessel. 
We  can  thus  separate  the  straight,  the 
spiral,  the  loop,  the  zigzag,  the  crossed 
strips,  and  the  curl.  Each  one  of  these 
could  be  used  alone.  By  employing  ' 
more  than  one  type  on  the  same  vessel 
some  additional  types  were  produced, 
such  as  the  "loops  on  the  girdle,"  and 
the  ''filled  in"  patterns,  both  of  which 
are  among  the  most  beautiful. 

Color.  The  colors  used  in  the  com- 
position of  this  type  of  vessel  are  among 
the  most  harmonious  found  in  glass  of 
any  period.  Some  of  these  tints  have 
never  been  equalled  by  artisans  of  any 
period,  least  of  all  in  modern  times. 
The  main  colors  are  two  or  three  unde- 
scribable  tints  of  blue.   The  deep  blue 
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of  the  large  bottle  illustrated  (Fig.  8)  is 
a  mixture  of  "intense"  blue  and  ceru- 
lean blue  of  absolutely  inimitable  effect. 
Other  vessels  are  of  paler  blue  tints 
which  can  hardly  be  described.  A  com- 
mon tint  is  a  deep  wine  color,  a  mixture 
of  brown  and  Indian  purple  of  remark- 
able freshness.  We  have  also  tints 
ranging  from  Naples  yellow  to  pale 
ochre.  Olive-green  was  also  a  favorite 
color  and  was  generally  employed  in 
conjunction  with  the  deep  blue  and 
pale  yellow.  These  colors  are  found 
only  in  the  late  Ptolemaic  period  and 
being  characteristic  of  this  period  might 
just  be  termed  Ptolemaic  blue,  yellow, 
or  purple,  etc.  The  earliest  bottles 
were  less  chaste  and  more  glaring  in 
color  on  account  of  the  use  of  cobalt 
blue,  emerald  green,  bright  purple,  and 
gold.  Another  color  is  a  fine  turquoise 
green,  resembling  our  cobalt  green  but 
brighter  and  more  pleasing.  None  of 
these  colors  are  found  in  glass  after  the 
Augustan  period,  nor  do  1  remember 
having  seen  any  previous  to  the  third 
century  B.C.  Modern  Venetian  and 
other  glass  show  nothing  similar.  The 
art  of  producing  them  can  verily  be 
called  a  lost  art. 

The  Straight  Striped  Type.  This  is  the 
simplest  type  and  was  made  in  the  fol- 
lowing manner.  Strips  of  alternating 
colors  were  placed  side  by  side  on  a 
metal  plate  or  over  a  core  and  fused 
together.  The  result  was  a  plate  in 
which  the  edges  of  the  various  layers 
were  uppermost,  the  other  edges  of 
them  being  on  the  under  side.  This 
sheet  was  then  rolled  into  a  tube  or 
cylinder  and  the  meeting  sides  fused. 
Next  the  base  was  closed  by  slightly 
twisting  the  tube  at  the  bottom,  while 
at  the  same  time  the  neck  was  slightly 
drawn  out,  or  it  was  cut  off  squarely 
and  a  neck  of  monochrome  glass  in- 
serted.   This  type  was  rarely  inflated 
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by  means  of  a  metal  tube  in  the  neck, 
and  most  of  these  vessels  are  cylindrical 
with  only  slightly  expanded  girdle  re- 
gion. The  capacity  of  this  type  is  thus 
generally  very  small,  often  of  the  size 
of  a  modern  lead  pencil.  They  could 
thus  only  have  been  used  to  hold  rare 
and  costly  perfumes,  like  the  modern 
Arabian  vials  which  are  sold  under  the 
pretext  that  they  hold  attar  of  roses. 
The  neck  of  these  bottles  is  always  nar- 
row, short,  and  cylindrical,  like  a  sec- 
tion of  a  thick  lead  pencil.  The  lip 
flange  is  thin,  plain,  flat,  and  disk-like. 
This  is  the  type  we  find  in  most  vessels 
made  of  stratified  glass.  The  top  of  the 
bottle-body  below  the  neck  is  often 
squarely  cut  off  and  flat  on  top  and 
seldom  graduates  into  the  neck.  The 
best  known  specimen  of  this  type  is 
figured  by  Kisa,  Das  Glas  im  Altertum, 
plate  4.  The  small  flask  (Fig.  4)  is  from 
the  Castellani  Collection,  Rome. 

The  Spiral  Type.  This  type  is  made 
from  a  single  broad  strip  of  stratified 
matrix.  When  examined  it  is  seen  that 
the  spiral  windings  continue  from  base 
to  neck  without  any  interruption.  The 
distance  between  the  layers  is  wider  at 
the  base  and  narrower  towards  the 
neck.  It  was  made  by  winding  one 
single  strip  composed  of  several  layers 
into  a  tube  or  cylinder.  When  the 
cylinder  was  formed  a  metal  tube  was 
inserted  in  the  neck  and  the  lower  part 
was  widened  by  blowing.  This  is  the 
simplest  type  after  the  "Straight 
Striped."  See  Figure  7.  Color:  violet- 
brown,  and  opaque  white  strips.  Own- 
ers:   Kouchakji  Fr^res. 

The  Dragged  Spiral  Type.  The  pro- 
cess was  the  same  as  the  last,  but  after 
the  flask  had  been  practically  finished 
as  regards  outline,  the  layers  were  dis- 
turbed by  dragging.  There  is  no  certain 
rule  regarding  the  number  of  times  the 
surface  was  dragged,  as  this  naturally 
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depended  upon  the  size  of  the  vessel 
and  the  notion  of  the  artisan.  It  will 
be  remembered  that  dragging  of  strati- 
fied glass  affected  only  the  upper  edge  of 
each  layer,  the  rest  of  the  layers  being 
situated  too  deep  under  the  surface  to 
be  disturbed.  Even  this  upper  part 
could  not  be  dragged  out  very  far  from 
its  place,  seldom  so  far  as  to  overlap 
the  layer  next  below  it.  In  this  it  differs 
from  the  dragged-thread  glass,  the 
threads  of  which  could  be  displaced 
from  the  top  of  the  bottle  to  its  base. 
A  very  fine  specimen  is  in  the  collection 
of  Sig.  Enrico  Caruso  and  has  layers 
of  white  and  blue  (Fig.  9).  Figure  3,  of 
the  Kouchakji  Collection,  with  more 
conspicuous  dragging,  also  belongs  to 
this  type. 

Moulded- Stratified  Types.  It  seems 
strange  that  this  type  which  is  the  sim- 
plest and  most  easily  made  should  have 
been  the  last  one  to  suggest  itself  to  the 
artisans.  The  type  is  composed  of  both 
flat  dishes  and  bottles,  no  specimens  of 
which  are  datable  earlier  than  the  first 
century  B.C.  It  was  common  in  the  time 
of  Augustus,  specimens  having  been 
found  in  a  house  in  the  Roman  Forum 
of  that  age.  The  technique  was  com- 
paratively simple.  A  number  of  strati- 
fied strips  were  formed  into  a  horizontal 
plate  with  the  edges  of  the  strips  up- 
wards in  one  plane.  This  plate  was 
pressed  into  a  mould  or  by  other,  even 
simpler,  manipulation  formed  into  a 
dish  and,  in  case  of  flasks,  blown  out. 
Sometimes  the  strips  were  first  made 
into  loops  and  arranged  to  form  some- 
thing of  a  rosette  or  arches,  a  simple 
strip  being  used  for  the  rim  or  upper 
part  of  the  plate.  By  folding  or  wrink- 
ling the  strips  a  very  fine  pattern  was 
produced,  and  a  similar  technique  was 
,  .  ,.  "  ,  J  J  L  ,<  J  used  in  imitating  onyx,  agate,  and  ala- 
'J'2-:^\:;:^t^iS^X:Z,:'ut:.  baster.  The  Sne  bowls  made  of  alter- 
deeper  violet-blue,  and  opaque  white.  nate  wnnkled  Strata  01  opaque  white 
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and  violet-brown  glass,  with  vertically 
ribbed  outer  surface,  were  possibly  in- 
tended to  imitate  the  mineral  "mur- 
rhina."  It  is,  however,  preposterous  to 
identify  this  stratified  glass,  or  any 
other  glass  combinations,  as  this  min- 
eral, the  description  given  by  Pliny, 
being  perfectly  plain  and  intelligible 
and  showing  that  "murrhina"  wasnota 
glass.  Figure  5  represents  a  moulded- 
spiral  type,  which  was  slightly  dragged, 
often  having  been  blown  in  the  mould. 

A  large  fragment  of  a  flat  dish  of  the 
plain  type,  made  of  deep  grass  green 
and  gold-glass  strips,  is  in  the  small 
case  with  glass  fragments  in  the  Terme 
Museum  in  Rome. 

The  Loop  Type.  Here  the  strips  form 
two  or  more  loops  the  closed  ends  being 
on  the  bottom  of  the  vessel  and  rarely  in 
view  except  when  the  vessel  is  turned 
upside  down.  An  inspection  of  the  bot- 
tom will  invariably  show  that  the  strips 
proceed  from  neck  to  base  and  that 
they  turn  over  the  base  upwards,  and 
thence  return  to  the  neck.  The  process 
was  as  follows:  Two  or  more  strips  with 
the  edges  upwards  were  placed  side  by 
side  and  sealed  at  the  meeting  sides. 
The  two  ends  of  the  strip  were  then 
taken  hold  of  and  brought  together  in 
the  shape  of  a  loop.  The  curved  wider 
part  of  the  loop  formed  the  bottom  of 
the  vessel,  the  two  free  ends  the  neck. 
The  sides  of  the  loop  were  at  the  same 
time  fused  together.  The  neck  ends 
were  drawn  over  a  bronze  tube  which 
also  was  used  for  blowing  out  the  lower 
part  of  the  vessel  into  a  more  or  less 
globular  flask  or  bottle.  A  most  beauti- 
ful representation  of  this  type  may  be 
seen  in  Figure  6,  in  the  Canessa  Collec- 
tion of  New  York.  Figure  2  is  a  flask 
in  the  University  Museum  of  Perugia, 
Italy.  The  yellow  color  in  the  figure 
represents  gold-glass. 

Type  with  Several  Loops  on  the  Girdle 
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of  the  Vessel.  This  is  the  highest  devel- 
oped and  most  beautiful  type  of  these 
vessels  and  the  most  difficult  one  to 
make.  It  was  accomplished  in  the  fol- 
lowing manner.  The  strips,  sometimes 
six  in  number,  were  bent  into  as  many 
loops  as  there  were  strips.  These  loops 
were  placed  side  by  side  on  the  metal 
plate  and  fused  into  a  horizontal  sheet. 
This  sheet  was  then  folded  into  a  tube 
or  funnel,  the  lower  part  of  which  con- 
tained the  loop  curves  and  upper  or 
neck  end,  the  free  ends  of  the  strips. 

If  the  lower  part  of  such  a  tube  was 
closed  in  the  ordinary  manner  by  draw- 
ing the  edges  together,  it  would  result 
in  preventing  the  loop  curves  from  being 
seen.  The  aim  of  the  artist  was,  how- 
ever, to  show  these  curves,  because  upon 
them  depended  the  beauty  of  the  vessel, 
and  all  vessels  of  this  type  show  the  loop 
curves  on  the  girdle  of  the  flasks. 

In  order  to  accomplish  this  it  was 
necessary  to  prolong  the  tube  down- 
wards. This  was  done  in  the  following 
manner,  in  the  finest  specimens  of  the 
type.  A  long  strip  of  the  same  material 
of  stratified  glass  was  formed  into  a 
spiral  tube  or  helix-like  plate.  The  plate 
was  made  slightly  concave  so  as  to  corre- 
spond to  the  circumference  of  the  loop 
part.  The  two  parts  were  then  fused  to- 
gether, the  spiral  plate  forming  the  bot- 
tom of  the  vessel.  A  metal  pipe  was  then 
placed  in  the  neck  opening  and  the 
vessel  was  slightly  blown  out.  The  re- 
sult was  that  the  upper  half  of  the 
vessel  showed  a  row  of  upright  parallel 
loops  from  right  to  left,  while  the  lower 
part  showed  a  succession  of  layers  stand- 
ing on  end,  in  horizontal  rows.  In  order 
to  heighten  the  artistic  effect,  the  artist 
dragged  the  horizontal  layers  or  edges 
upward  at  points,  corresponding  to  the 
spaces  between  the  loops.  The  effect 
can  best  be  seen  in  the  illustration 
(Fig.  8)  of  the  large  blue  flask,  which 
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KiG.  lo.  Zigzag  twists.  Cy- 
lindrical drop-shaped  flask  for 
perfume,  made  of  a  plale  of 
striped  glass,  the  strips  being 
worked  tigzag  and  in  alter- 
nate colors  of  peacock-blue 
and  green,  brown,  white,  and 
cobalt  blue.  Inserted  neck  of 
bronze-cotored  glass.  Boston 
Museum  of  Fine  Arts. 


Fig.  ll.^Mosaic  shields.  Helix 
pattern.  Cylindrical,  drop-shaped 
flask  made  of  a  number  of  m<»a- 
ically  fitted  plates  of  stratified  glass 
bent  into  helix  patterns.  Colors 
turquoise  green,  blue,  white,  violet- 
brown,  and  yellow.  Metropolitan 
Museum  of  Art,  New  York. 


Fig.  is. — Zigzag  twists.  Cy- 
lindrical, drop-shaped  flaskfor 
perfume.  Made  of  vertical 
strips  of  gold-glass,  violet- 
brown,  greenish  olive,  etc. 
The  strips  are  of  the  zigzag 
pattern,  but  less  twisted  than 
in  No,  10.  The  inserted  neck 
is  made  of  green  monochrome 
glass.  Metropolitan  Museum 
of  .^rt,  New  York. 
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is  by  far  the  finest  specimen  of  this 
type  in  existence.  Colors  are  Ptolemaic 
blue  and  opaque  white.  Collection  of 
Kouchakji  Fr^res. 

Type  with  Inserted  Shields.  This  type 
differs  from  the  type  in  which  the  loops 
meet,  in  that  pieces  of  some  other  kind 
of  glass  were  inserted  between  the  loops 
in  the  girdle  region.  Frequently  pieces 
of  dragged  glass  were  used  for  this  pur- 
pose, but  plates  of  columnar  mosaic 
glass  were  also  employed  with  great 
effect.  The  rest  of  the  process  was  the 
same  as  in  other  cases.  Generally  the 
pieces  were  inserted  in  order  to  increase 
the  beauty  of  the  vessel  but  sometimes 
they  were  added  from  necessity  in  order 
to  close  the  bowl  in  places  where  the 
matrix  did  not  suffice.  A  fine  specimen 
with  inserted  shield  of  dragged  mosaic 
and  milletiori  in  a  looped  matrix,  is  in 
a  private  collection  in  Rome,  Italy. 
Figure  ii  is  entirely  made  of  shields 
placed  on  a  plain  core. 

Crossed  Strips.  The  effect  is  almost 
exactly  similar  to  that  of  inserted 
shields,  but  the  technique  is  entirely 
difTerent.  In  the  inserted  shield  type, 
the  stratified  plate  units  do  not  cover 
each  other  but  lie  side  by  side,  as  units 
in  a  mosaic.  In  the  "crossed  strips" 
they  partly  cover  each  other.  Two 
strips  are  softened  and  placed  cross- 
wise over  each  other  so  as  to  form  a 
cross.  When  the  arms  are  gathered  up 
and  fused  into  a  flask  or  bowl,  the  lower, 
partly  uncovered  layers  or  strips  appear 
as  two  shields,  while  the  outer  or  fully 
uncovered  layer  or  strip  seems  to  be 
continuous.  The  very  fine  sample 
(Fig.  i)  is  from  the  Gorga  Collection. 
The  lower  strip  is  made  of  alternate 
white  and  purple  layers,  while  the 
inner  strip  is  made  of  alternating  layers 
of  yellow  and  opaque  white.  By  examin- 
ing the  bottom  of  this  flask,  the  strips  are 
seen  to  cross  each  other  at  right  angles. 
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Type  with  Zigzags.  The  vessels  of  this 
type  show  the  upright  edges  of  the 
plates  in  a  zigzag  pattern.  No  matter 
how  we  turn  the  flask  around  there  is 
no  sign  of  any  seam.  A  most  important 
characteristic  of  all  such  vessels  is  that 
they  are  not  blown  out,  but  nearly  cy- 
lindrical with  tapering  bottom  and  very 
slightly  inflated  girdle  region.  The  tech- 
nique was  as  follows:  a  core  tube  was 
first  made  of  common  coarse  glass. 
Next  a  plate  was  prepared  from  strips, 
the  edges  upwards.  This  plate  was 
wound  about  the  core  and  closed.  The 
result  was  a  cylinder  of  monochrome 
interior  but  with  a  thin  covering  of 
a  sheet  of  upright  layers  of  colored 
glass. 

While  yet  soft  this  tube  was  twisted 
four  or  five  times  back  and  forth  from 
one  end  to  the  other,  and  at  the  same 
time  the  length  of  the  cylinder  was 
shortened  about  one-third  by  pressure 
on  the  two  ends.  If  skilfully  done  the 
once  horizontal  edges  of  the  layers  were 
broken  up  into  pointed  waves,  the  crests 
and  depressions  of  which  fit  into  one 
another  without  any  break.  The  final 
step  was  to  smooth  the  surface  by  roll- 
ing. Such  vessels  could  never  be  tube- 
blown  on  account  of  the  heavy  inner 
core.  For  a  neck,  a  separate  piece  of 
glass  was  used,  after  the  top  of  the 
vessel  had  been  clipped  off  horizontally. 
In  this  type  we  often  find  layers  of  gold- 
glass  alternating  with  brown,  white,  and 
peacock  green.  The  reason  why  we 
rarely  find  gold-glass  employed  in  blown 
vessels  is  that  in  blowing  out  this  glass 
the  layers  of  gold  leaf  would  crack  and 
separate;  they  will  not  extend  in  the 
same  manner  as  the  other  glass.  The 
specimen  figured  is  in  the  Boston  Mu- 
seum of  Fine  Arts.  The  Museum  kindly 
furnished  the  photograph  (Fig.  10). 
Figure  12  is  of  a  flask  in  the  Greau 
Collection  of  the  Metropolitan  Museum 
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of  New  York.  The  photograph  was 
furnished  by  the  Museum. 

Curls  and  Helix  Patterns,  Types  of 
this  pattern  are  composed  of  many 
units  of  slightly  curled  stratified  bars, 
which  have  been  fitted  into  each  other 
Uke  a  mosaic.  They  are  produced  as 
follows:  the  strips  were  cut  in  short 
sections  and  the  ends  of  each  section 
were  spirally  twisted  so  as  to  resemble 
somewhat  the  shell  pattern  often  found 
on  Indian  shawls.  The  vessel  was  first 
formed  of  a  core  of  coarse  material  and 
these  sections  were  thep  fitted  on  the 
core.  A  fine  but  much  injured  specimen 
of  this  type  is  in  the  Metropolitan  Mu- 
seum in  New  York.  It  is  especially  re- 
markable on  account  of  its  colors  among 
which  we  see  a  fine  turquoise  green,  and 
gold-glass  {Fig  ii).  The  photograph 
was  kindly  furnished  by  the  Museum, 

Chronology  of  Stratified  Glass.  The 
earliest  specimen  of  stratified  mosaic 
glass  which  I  have  seen  is  from  the 
Nineteenth  Dynasty,  now  in  the  Metro- 
politan Museum.  It  is  a  mere  speck  a 
few  millimeters  square,  inserted  in  a 
finger  ring.  No  general  use  of  stratified 
glass  appears,  however,  until  the  third 
century  B.C.  The  earliest  dated  speci- 
men is  the  small  vial  in  the  Museum  of 
Perugia,  illustrated  in  Figure  2.  It 
was  found  in  a  tomb  near  that  city 
together  with  a  Greek  vase  of  the  third 
century.  From  this  time  to  the  time  of 
Augustus  there  are  many  specimens 
known  of  the  types  described  above, 
but  perfectly  executed  specimens  are 
rare.  After  glass-blowing  from  a  bubble 
came  in  practice  in  the  first  century 
B.C.  this  type  of  stratified  glass  vessel 
went  out  of  existence.  Their  interior 
capacity  was  possibly  too  small,  and 
the  work  required  too  great  skill.  After 
the  end  of  the  first  century  a.d.  there 
was  certainly  no  one  in  the  empire  that 


could  have  executed  such  vessels  as 
those  illustrated  in  this  article.  Em- 
peror Hadrian  seems  to  have  been  of 
this  opinion.  While  on  his  trip  to  Egypt 
he  was  presented  with  three  vessels 
which  he  called  "allasontes."  These  he 
sent  to  his  brother-in-law  in  Rome  with 
a  warning  that  he  should  only  use  them 
on  great  and  special  occasions.  These 
vessels  came  from  the  treasury  of  a 
temple  and  must  have  been  considered 
a  great  rarity.  Beads  of  a  much  coarser 
type  of  stratified  glass  continued  to  be 
made  for  some  time.  The  date  of  their 
total  disappearance  is  uncertain — the 
middle  of  the  seventh  century  perhaps. 
The  vessels  disappeared  with  the  Au- 
gustan era. 

Provenience.  Vessels  and  beads  made 
of  stratified  mosaic  glass  have  been 
found  especially  in  the  countries  sur- 
rounding the  Mediterranean,  but  also 
in  the  rest  of  Europe.  They  are  gener- 
ally included  by  dealers  and  archaeolo- 
gists in  a  common  term:  "Roman  glass," 
but  there  is  not  the  slightest  proof  that 
any  vessel  of  this  type  of  mosaic  glass 
was  ever  made  in  Rome  or  any  other 
part  of  Italy.  Nor  is  there  any  proof 
that  any  type  of  antique  mosaic  glass 
was  made  in  Italy,  but  everything 
points  to  Egypt  as  the  country  which 
supplied  the  world  with  vessels  and 
beads  of  mosaic  glass  from  its  first  dis- 
covery until  the  time  of  the  Venetians. 
The  principal  proof  of  this  assertion  is 
derived  from  the  undisputable  fact  that 
all  the  types  are  equally  distributed 
over  a  large  territory.  It  is  not  possible 
to  define  some  as  Roman,  others  as 
Syrian,  others  as  Egyptian.  They  are 
the  same  everywhere,  and  must  have 
come  from  a  single  source,  which  could 
not  be  any  other  than  Egypt. 

New  York  City 
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VII-THE  SEVENTH  WONDER 
THE  UGHTHOUSE  OF  ALEXANDRIA 

Edgar  J.  Banks 


OFF  the  coast  of  Egypt,  where  the 
western  branch  of  the  river  Nile 
flows  into  the  Mediterranean, 
there  was  once  a  small  island  of  an 
oblong  shape.  It  was  scarcely  more 
than  a  calcareous  rock  to  which  a  thin 
veneer  of  soil  clung,  and  the  soil  was 
so  saturated  with  the  salt  of  the  sea 
that  little  other  than  figs  would  thrive 
upon  it.  The  surrounding  sea  abounded 
with  reefs,  threatening  the  approaching 
ships,  and  that  is  perhaps  the  reason 
why  the  island,  lying  as  it  did  at  the 
very  entrance  to  Egypt,  was  never  more 
than  a  haunt  for  the  pirates  who  plied 
their  trade  along  the  coast.  On  the 
opposite  mainland,  less  than  a  mile 
away,  was  the  little  town  of  Rhacotis. 

In  the  year  332  B.C.,  Alexander  the 
Great  made  Egypt  a  part  of  his  empire, 
and  he  commanded  Dinocrates  to  build 
his  new  city.  The  little  island  of  Pharos 
ceased  to  be  an  island,  for  Dinocrates 
connected  it  with  the  mainland  by  a 
causeway  or  the  Heptastadium  a  mile 
long.  Thus  the  harbor  by  the  place 
where  the  new  city  should  stand,  was 
divided,  and  even  now  its  western  part 
is  the  best  harbor  on  the  Egyptian 
coast.  Alexandria  flourished,  and  soon 
it  became  the  great  center  of  trade  and 
of  culture. 

But  Alexander  the  Great  was  des- 
tined never  to  see  the  city  that  bore  his 
name.  After  his  death  his  empire  was 
divided  among  his  generals,  and  Egypt 
fell  to  Ptolemy,  who  began  the  con- 
struction of  a  great  lighthouse  on  the 
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island  of  Pharos.  He  died  before  it  was 
completed,  but  his  son,  Ptolemy  Phila- 
delphus,  during  the  years  285  to  247, 
brought  the  work  to  an  end.  Some 
scholars  date  its  completion  in  the  year 
279,  Unfortunately  the  ancient  writers 
have  given  us  only  meager  descriptions 
of  the  lighthouse.  Pliny,  the  Roman, 
has  given  the  fullest  early  account.  He 
says: 

"There  is  another  building,  too,  that 
is  highly  celebrated:  the  tower  that 
was  built  by  the  king  of  Egypt  on  the 
island  of  Pharos  at  the  entrance  to  the 
harbor  of  Alexandria.  The  cost  of  its 
erection  was  800  talents,  they  say;  and 
not  to  omit  the  magnanimity  that  was 
shown  by  King  Ptolemieus  on  this  occa- 
sion, he  gave  permission  to  the  archi- 
tect, Sostratus  of  Cnidus,  to  inscribe 
his  name  upon  the  edifice  itself.  The 
object  of  it  is,  by  the  light  of  its  fires 
at  night,  to  give  warning  to  ships,  of 
the  neighboring  shoals,  and  to  point 
out  to  them  the  entrance  to  the  harbor. 
At  the  present  day  there  are  similar 
fires  lighted  up  in  numerous  places, 
Ostia  and  Ravenna,  for  example.  The 
only  danger  is  that  when  these  fires  are 
kept  burning  without  intermission,  they 
may  be  mistaken  for  stars,  the  flames 
having  very  much  that  appearance  at 
a  distance." 

The  description  is  so  brief  that  it 
teaches  us  nothing  of  the  appearance 
of  the  tower.  Fortunately  the  light- 
house was  still  standing  when  the  Arabs 
invaded  Egypt  in  the  year  616  A.D. 
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— A  picturesque 


of  the  Pharos  of  Alexandria. 


They  never  ceased  to  admire  it,  and  to 
weave  legends  about  it,  and  their  de- 
scriptions, sifted  of  the  legendary,  pre- 
sent a  good  picture  of  this  wonder  of  the 
world.  Neither  the  Ancients  nor  the 
Arabs  have  given  us  the  dimensions  of 
the  base  of  the  tower.  We  shall  probably 
never  know  them.  Of  its  height  there  are 
conflicting  accounts,  varying  from  less 
than  400  to  600  feet.  The  Arab  writer 
Idrissi  says:  "Its  height  is  300  cubits, 
taking  three  palms  to  the  cubit,  and  so  its 
height  is  one  hundred  statues  of  men." 
Probably  he  was  not  far  from  correct. 


Unlike  the  modern  lighthouse,  which 
is  usually  a  round  tower  resembling  a 
single  shaft  reaching  into  the  air,  the 
Pharos  consisted  of  several  stages,  each 
smaller  than  the  one  beneath  it.  The 
Arabs,  who  actually  saw  the  lighthouse 
in  a  perfect  condition,  describe  it  as 
having  four  stages.  The  first  part  above 
the  broad  foundation  was  square.  Upon 
its' summit,  121  cubits,  or  about  180 
feet  above  its  base,  was  a  broad  terrace, 
commanding  a  wide  view  of  the  sea. 
It  was  decorated  with  columns  and 
balustrades  and  ornaments  of  marble, 
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and  on  its  balustrade,  as  coins  show  us, 
sat  Tritons  blowing  their  conch-shells 
to  the  four  winds.  The  second  stage, 
of  about  the  same  height,  was  octag- 
onal; upon  its  summit  was  a  terrace 
commanding  a  still  wider  view  over  the 
sea.  The  third  stage  was  circular,  and 
it  too  was  surmounted  with  a  terrace. 
The  fourth,  which  was  open,  consisted 
of  tall  bronze  columns,  supporting  the 
dome  at  the  very  top,  on  which  was 
perhaps  a  large  bronze  figure,  possibly 
of  Poseidon.  There  in  the  open  space, 
beneath  the  dome,  were  the  lanterns 
and  the  fireplaces,  and  the  wonderful 
mirror  to  signal  to  the  ships.  See  the 
reconstruction  in  Figure  2. 

Of  the  interior  of  the  Pharos  the  im- 
aginative Arabs  have  told  us  a  little.  A 
shaft  reached  from  the  foundation 
through  the  center  to  the  very  summit, 
up  which  the  fuel  for  the  fires  and  the 
other  necessaries  were  raised  by  a  wind- 
lass, A  spiral  stairway,  encased  with 
marble  slabs,  encircled  the  central  shaft; 
above  the  second  stage  the  stairway 
and  the  shaft  occupied  the  entire  struc- 
ture. The  third  stage,  therefore,  which 
was  circular,  was  probably  not  far  from 
20  feet  in  diameter.  Instead  of  a  stair- 
way, the  Arabs  tell  us  that  an  inclined 
plain  led  up  the  first  two  stages,  and  so 
gentle  was  the  slope  that  a  loaded  horse 
might  be  driven  to  the  highest  of  the 
chambers.  The  vast  space  in  the  sev- 
eral stories  of  the  two  lower  stages  was 
occupied  with  chambers,  yet  neither 
their  number  nor  their  arrangement 
may  now  be  known.  One  Arab  his- 
torian says  that  they  were  more  than 
three  hundred  in  number,  and  so  intri- 
cately arranged  that  no  stranger  could 
find  his  way  among  them  without  a 
guide. 

But  the  greatest  of  the  marvels  of 
the  Pharos  was  the  mirror  on  the  sum- 
mit, nor  is  it  strange,  for  the  Arabs  be- 
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Fig.  a. — The  Lighthouse  of  Alexandria  in  the  Hellenistic 
j^e,  more  than  thirty  stories  high,  like  a  modern  sky- 
scraper. It  furnished  the  model  for  the  church  spire  and 
for  the  Mohammedan  minaret.  From  a  restoration  in 
Thiersch,  Pharos. 

lieved  that  to  one  standing  beneath  it, 
ships  out  to  sea,  far  beyond  the  reach 
of  the  human  eye,  were  visible.  This 
story  has  led  to  the  supposition  that  the 
mirror  was  shaped  like  a  lense,  and  that 
the  invention  of  the  telescope  was  an- 
ticipated by  the  architect  Sostratus. 
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Fig.  3— The  Fort  Kait  Bey  ii 


nde  I'Egyple).    From  Thiersch, 


Such  was  the  wonderful  Pharos,  which 
in  height  was  unequaled  in  the  ancient 
world.  In  640  a.d.,  Amr,  the  great 
Arabian  general,  after  subduing  all 
Egypt,  besieged  Alexandria  for  four- 
teen months  before  it  fell  into  his  hands. 
Then  the  light  of  the  Pharos  no  longer 
welcomed  home  the  ships  of  the  Greeks, 
but  of  the  Arabs.  It  seems  that  the 
Arabs  still  maintained  the  fire.  At 
length,  during  the  reign  of  Caliph  Al- 
Walid,  a  courtier  of  the  Greek  emperor 
resolved  to  destroy  the  Pharos  by  strat- 
egy. Laden  with  rich  gifts  for  the 
Caliph,  he  fled  to  Alexandria  and  pro- 
fessed his  desire  to  become  a  Moslem. 
His  gifts  were  accepted.  Soon  he  told 
of  wonderful  treasures  buried  beneath 
the  Pharos.  At  once  Al-Walid  des- 
patched troops  to  the  Pharos.  The 
mirror  was  removed  from  the  summit, 
and  half  of  the  lighthouse  was  torn 


down  before  the  plot  was  discovered. 
The  work  of  destruction  then  ceased, 
and  when  search  was  made  for  the 
treacherous  Greek,  it  was  found  that 
he  had  tied  in  the  darkness  of  night. 
The  Arabs  then  restored  the  tower  with 
bricks,  but  they  were  unable  to  build  it 
to  its  former  height.  They  sought  to 
raise  the  mirror  to  the  summit  of  their 
brick  tower,  but  it  was  so  heavy  that 
they  could  not.  Some  say  that  in 
the  effort  the  mirror  fell  and  was 
broken. 

In  the  year  875  Ahmed  ibn  Tulun  had 
a  wooden  cupola  constructed  on  the 
summit,  and  to  it  the  muezzin  climbed 
to  call  the  people  to  prayer.  So  'the 
Pharos,  or  the  Minara,  as  the  Arabs 
called  it,  became  a  minaret,  and  to  this 
very  day  with  every  mosque  there  is  a 
tower  or  minaret  suggestive  of  the 
Pharos  of   Alexandria.     Thus   a   new 
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word  was  given  to  most  of  the  languages 
of  the  world.    See  Figure  4. 

But  the  Pharos  which  had  already 
stood  for  a  thousand  years,  was  not 
destined  to  continue  forever.  The  wind 
blew  its  wooden  cupola  away  to  sea. 
Its  foundation  began  to  weaken,  and 
on  the  28th  of  December,  955,  an  earth- 
quake threw  down  thirty  cubits  of  its 
summit.  In  969,  when  the  city  of  Cairo 
was  built,  Alexandria  was  neglected  for 
the  new  inland  city.  However,  in  1182, 
while  the  lower  part  of  the  Pharos  was 
yet  standing  to  the  height  of  about  150 
cubits,  a  domed  mosque  was  built  upon 
its  summit  that  the  faithful  might 
pray  high  up  where  the  air  was  cooled 
by  the  breezes  from  the  sea.  In  1375, 
when  another  earthquake  visited  Alex- 
andria, only  the  lower  stage  of  the 
Pharos  survived,  and  that,  badly  shat- 
tered, soon  fell  to  a  heap  of  ruins.  In 
1498,  when  the  passage  around  Africa 
to  India  was  discovered,  and  the  ships 
began  to  pass  that  way,  another  blow 
was  given  to  Alexandria.  The  city  de- 
clined; the  ruins  of  the  Pharos  gradu- 


ally disappeared,  or  were  used  in  the 
construction  of  a  mole  in  the  harbor 
and  its  site  was  forgotten. 

Since  the  Pharos  was  built,  the  Egyp- 
tian coast  has  subsided,  and  some  parts 
of  Alexandria  are  now  covered  by  the 
sea.  The  causeway,  which  Dinocrates 
built  to  connect  the  island  with  the 
mainland,  has  grown  with  the  sand 
washed  up  by  the  sea  until  it  is  half  a 
mile  wide.  It  is  thickly  covered  with 
houses.  Its  outer  end  is  known  as  the 
Pharos  or  Kait  Bey  (Fig.  3),  but  all  that 
is  left  of  the  island  is  the  quarter  Ras 
et-Tin,  where  the  palace  of  the  Khedive 
stands.  In  1898-99  a  German  expedi- 
tion sought  in  the  sea  for  the  founda- 
tion of  the  Pharos,  but  in  vain,  for  the 
end  of  the  island  where  it  stood  has 
been  entirely  weathered  away.  A  mod- 
ern lighthouse,  well  worthy  of  the  pres- 
ent Egypt,  stands  near  by,  yet  it  is 
insignificant  when  compared  with  the 
Pharos  which  was  the  wonder  of  all  the 
ancient  world. 

Alpine,  N.J. 
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—The  Christian  Church  Spire  and  its  Oriental  Ancestry-   From  Breasted,  Ani 


■I  Times,  p.  704. 


No.  I  shows  the  Assyrian  form  of  tower  (about  3000  H.C.).  No.  2  shows  the  conti 
of  one  of  the  old  mosques  of  Cairo  built  by  Ahmed  ibn  Tulun  in  the  ninth  century  a 
tower  was  in  imitation  of  the  lighthouse  tower  of  Alexandria  (No.  3).  No.  4  (froi 
shows  the  continuation  in  Moslem  minarets  of  the  arrangement  in  three  sections.    N 


5t.  John  at  Parma.  Italy)  shows  the 
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The  addition  of  the  round 
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of  this  oriental  idea  in  Christian  archjtectur 


I811 


,  Google 


,  Google 


Fio.  2. — "The  Forge" 


i  represented  by  Mahonri  Young  o 
Salt  Lake  City. 


the  Technical  High  School, 


THE  TRIBUTE  OF  AMERICAN  SCULPTURE  TO 
LABOR 

Frank  Owen  Payne 


"^  I  ^O  have  led  an  art  from  palace  and 
I  cathedral  to  cottage  door  and  into 
A  field  and  factory,  to  have  deliv- 
ered her  from  the  hands  of  king,  priest, 
or  noble  patron  and  presented  her  un- 
fettered to  the  people,  is  not  the  least 
triumph  of  the  nineteenth  century." 
Such  is  the  language  in  which  Christian 
Brinton  begins  his  masterly  chapter  on 
the  work  of  Belgium's  great  sculptor 
Meunier.  Millet  has  been  credited  with 
being  first  among  artists  to  depict  labor 
in  an  appealing  manner,  but  there  have 
been  artists  in  all  ages  who  have  seen  in 
the  labor  theme  a  dignity,  a  beauty, 
and  a  pathos  the  representation  of 
which  is  well  worth  the  highest  artistic 
endeavor.  True,  Millet  was  a  painter 
and  etcher,  but  it  has  always  seemed  to 
the  writer  that  above  all  else  he  was  a 
sculptor  in  the  essentials  of  his  art. 
What  statuesque  qualities  obtain  in 
"The  Sower,"  "The  Angelus,"and  others 
among  his  masterpieces!    What  might 
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he  not  have  given  to  the  world  had  he 
turned  his  attention  from  brush  and 
etching  needle  to  chisel  and  modeling 
tool?  Some  timid  critics  have  opined 
that  the  representation  of  modern  labor 
conditions  in  art  is  certain  to  sound  the 
death-knell  of  artistic  expression.  But 
all  such  critics  forget  that  there  is  a 
silent  heroism  and  a  simple  majesty  in 
the  uncomplaining  performance  of  each 
day's  dull  task-^that  there  may  be  a 
greater  beauty,  dignity,  and  pathos, 
yea  even  greater  tragedy  indeed  in 
honest  toil  than  can  be  found  in  any 
other  theme.  Few  among  sculptors 
have  seen  and  felt  this.  Very  few 
indeed  have  tried  to  represent  it. 
Among  our  American  sculptors  there 
are  but  three  or  four  whose  works  on 
the  labor  theme  are  worthy  of  con- 
sideration. The  rise  of  the  labor  party, 
the  attention  which  organized  labor  is 
forcing  upon  the  world,  cannot  fail  to 
make  itself  felt  in  every  activity.   How 
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Fig.  3-— "The  Heavy  Sledge,"  by  Mahonri  Young, 
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Fig.  4.— "The  Stevedore,"  by  Mahonri  Young. 
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Fig.  5. — ^Relief  representing  Carpentry  on  the  Salt  Lake  City  Technical  High  School.   The  work  of 
Mahonri  Young. 


can  art  escape?  There  is  every  possible 
reason  why  there  should  be  a  hearty 
appreciation  of  labor  in  the  art  of  our 
land.  The  traditions  handed  down  by 
our  ancestors  who  did  not  fear  to  work 
with  hand  as  well  as  with  head,  our 
industrial  supremacy,  and  our  professed 
democracy  ought  to  make  all  true 
Americans  appreciate  the  epic  of  labor 
and  preserve  its  symbols  in  marble  and 
enduring  bronze.  There  is  as  great  a 
degree  of  vigor  and  picturesqueness  in 
a  dock-hand  or  a  stevedore  engaged  in 
toil  as  there  is  in  any  hero  or  martyr 
of  faith.  Such  is  the  feeling  of  the  few 
American  sculptors  who  have  turned 
from  creations  of  mere  prettiness  to 
represent  real  men  engaged  in  real  work 
and  thereby  to  teach  us  the  lesson  that 
there  is  beauty  in  the  power  that  over- 
comes— that  bone  and  brawn  and  sweat 
may  speak,  may  even  sing  paeans  in  the 
triumphal  chorus  of  progress. 

MAHONRI  YOUNG 

Foremost  among  American  sculptors 
who  have  stood  forth  in  championship 
of  labor  as  a  worthy  theme  for  sculp- 
ture, is  Mahonri  Young.  Born  in  the 
West,  a  grandson  of  the  great  Mormon 
leader,  educated  at  home  and  abroad  in 


the  best  schools  of  art,  this  versatile 
artist  has  produced  works  in  many  dif- 
ferent fields  of  artistic  endeavor.  A 
painter  of  note,  an  etcher  and  engraver 
of  distinction,  Mr.  Young  is  chiefly 
known  for  his  many  notable  works  in 
plastic  art.  In  reliefs  (Figs.  2,  5,  6) 
designed  for  the  decoration  of  the  Salt 
Lake  City  Technical  High  School,  he  has 
depicted  the  blacksmith,  the  metal- 
worker, and  the  carpenter  with  fidelity 
and  truth.  In  "The  Scrub-Woman" 
we  have  the  figure  of  a  woman  engaged 
in  the  most  menial  of  occupations  and 
yet  rendered  with  a  dignity  and  ear- 
nestness that  teach  the  wholesome  les- 
son that  no  task,  however  lowly,  is 
menial  which  is  performed  with  honesty 
of  purpose.  No  other  American  sculp- 
tor has  better  presented  strength  in 
action  and  real  movement.  One  can 
feel  the  crushing  weight  as  the  steve- 
dore (Fig.  4)  and  the  man  with  the 
barrow  climb  that  sloping  gang-plank 
(Fig.  i).  The  stress  and  strain  fairly 
oppress  the  beholder. 

In  "The  Heavy  Sledge"  (Fig.  3) 
and  "The  Digger"  we  see  an  object 
poised  in  its  ascent  in  the  one  case,  and 
just  about  to  descend  in  the  other.  The 
heavy   implements   are  apparently   in 
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Fig.  6, — Relief  representing  Metallurgy  on  the  Salt  Lake  City  Technical  High  School.  The  work  of 
Mahonri  Young. 


motion.  "The  Rigger"  lifting  that 
heavy  tackle  as  he  stands  poised  on  the 
great  beam  is  another  example  of  the 
same  unusual  quality. 

The  trouble  with  most  sculpture 
which  aims  at  the  portrayal  of  motion 
and  muscular  action,  lies  in  the  fact 
that  the  model  has  been  required  to 
pose  with  muscles  tense,  as  if  in  motion. 
All  such  representations  appear  to  be 
utterly  dead.  Theeffectisasif  the  model 
has  been  paralyzed  or  stricken  dead  just 
in  the  act  and  that  rigor  mortis  has  pre- 
served it  thus.  Such  works  aim  to  rep- 
resent the  impossible,  namely,  action 
without  motion.  In  the  works  of  Young 
we  see  action  that  acts.  Thus  in  "The 
Heavy  Sledge"  we  perceive  not  merely 
the  muscular  strain  but  the  actual  lift- 
ing of  the  huge  hammer.  In  "The  Man 
with  the  Pick"  the  implement  seems  to 
be  descending.  In  "The  Digger"  both 
muscular  strain  and  the  reluctant  yield- 
ing of  the  hard  soil  are  apparent.  In- 
deed Young's  laborers  hark  back  to 
Greek  ideals  in  their  rhythm  of  move- 
ment. "A  Laborer"  is  a  faithful  por- 
traiture of  one  of  the  millions  of  for- 
eigners upon  whose  sturdy  strength  the 
physical  well-being  of  the  nation,  its 
bone,  its  brawn,  and  its  sinew  depends. 
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ABASTENIA  ST. LEGER  EBERLE 

This  brilliant  artist  has  produced  a 
very  large  number  of  remarkable  sculp- 
tures. Many  of  them  relate  to  labor 
and  the  life  of  working  people.  In  the 
homely,  every -day  life  of  the  poor.  Miss 
Eberle  has  found  a  mine  of  wealth  for 
her  peculiar  genius.  In  order  to  make 
herself  thoroughly  familiar  with  her 
chosen  theme,  she  took  an  apartment 
in  the  most  crowded  tenement  section 
of  New  York  where  she  could  come  into 
close  contact  with  its  teeming  throng. 
In  this  manner,  through  friendly  asso- 
ciation with  the  people,  Miss  Eberle 
was  rewarded  by  having  the  oppor- 
tunity of  studying  her  models  at  close 
range  when  they  knew  not  that  they 
were  models. 

Thus  she  has  been  enabled  to  produce 
a  host  of  realistic  studies  full  of  life  and 
charm.  "Tired"  has  in  it  the  story  of 
a  hard  day's  work.  It  is  sympatheti- 
cally conceived  and  powerfully  exe- 
cuted. The  facial  expression,  the  pose 
of  the  gaunt  body,  every  line  bespeaks 
the  fatigue  which  follows  the  severest 
physical  effort.  "The  Windy  Door- 
step" (Fig.  7)  has  a  vigor  and  move- 
ment which  has  made  it  one  of  the 
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Fig.  7. — "The  Windy  Doorstep,"  by  AbastenJa  St.  Legcr  Eberle,  copies  of  which  are  in  Worcester, 
Mass.,  Newark,  N.J.,  Peabody  Institute,  Baltimore,  and  Cincinnati. 
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Fig.  8.— "The  Stoker,"  by  Chester  Beach. 
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Fig.  9. — "Labor  Union,"  by  Charles  Haag. 
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most  popular  statuettes  of  recent  years. 
Copies  of  it  may  be  seen  in  the  munici- 
pal museums  in  Newark,  N.J.,  and 
Worcester,  Mass.  Replicas  of  it  have 
recently  been  purchased  by  the  Art 
Museum  of  Cincinnati  and  the  Pea- 
body  Institute  of  Baltimore. 

Few  are  the  people  who  can  see  in  a 
rag-picker  anything  suggestive  of 
beauty.  Miss  Eberle,  however,  has  in 
her  "Rag-picker"  produced  a  figure 
that  grips  one.  What  a  tale  of  abject 
poverty  it  tells!  A  tale  of  poverty  that 
cannot  fail  to  touch  the  heart  and  bring 
a  clutching  sensation  in  the  throat. 
Everyone  of  these  works  tells  a  tale  or 
preaches  a  sermon.  They  are  studies 
based  upon  accurate  and  concrete  ob- 
servation. They  fearlessly  typify  those 
social  forces  and  ideals  which  are  at  the 
very  root  of  society.  They  are  full  of 
thought-compelling  power.  She  has  a 
message  for  the  world  and  she  pro- 
claims it  in  a  way  and  with  a  convinc- 
ing power  that  cannot  fail  to  render  her 
work  immortal. 

CHESTER  BEACH 

In  "Out  of  Work"  Chester  Beach  has 
portrayed  a  subject  all  too  familiar  on 
the  streets  of  our  city.  Who  has  not 
seen  him,  the  strong  young  fellow,  care- 
less and  perhaps  a  bit  indifferent  as  to 
whether  he  is  successful  in  landing  a 
job  or  not,  standing  upon  the  curb? 
Armed  with  a  shovel,  his  only  posses- 
sion, he  seems  to  be  waiting  for  a 
chance  to  shovel  the  snow  from  the 
streets.  He  represents  a  type,  the  type 
who  are  idle  perhaps  through  indolence, 
but  who  must  find  something  to  do  in 
order  to  secure  food  and  temporary 
shelter.  "The  Stoker"  (Fig.  8)  is  an- 
other good  example  of  action  that  acts. 
The  peculiar  lifting  stress  is  specially 
apparent. 
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CHARLES  HAAG 

Although  pronounced  by  some  to  be 
our  leading  labor  sculptor,  Charles  Haag 
ought  not  to  be  regarded  as  a  specialist 
in  that  or  any  other  one  theme  of 
plastic  art.  His  works  cover  too  broad 
a  field  to  admit  of  such  a  classification. 
His  masterpieces  of  wood-carving  have 
given  him  a  commanding  place  in  that 
difficult  field  of  sculptured  art.  The 
fact  that  he  has  produced  such  excellent 
studies  of  laboring  men  has  been  the 
means  of  giving  him  a  reputation  in 
that  direction  at  the  expense  of  his 
other  and  equally  admirable  works. 
"Effort"  is  as  fine  an  example  of  poten- 
tial action  in  sculpture  as  can  be  found 
among  the  works  of  modern  times. 
Moreover,  it  is  a  strong  virile  concep- 
tion done  in  the  true  classic  spirit. 
"Labor  Union"  (Fig.  9)  has  all  the 
dignity  and  sincerity  shown  in  the  best 
works  of  Meunier  and  Bouchard.  There 
is  a  boldness  and  dash  about  the  execu- 
tion of  this  unique  group  which  be- 
speaks the  unerring  certainty  of  his 
touch  and  testifies  to  the  rare  poetic 
insight  and  creative  power  of  this  gifted 
artist. 

HELEN  FARNSWORTH  MEARS 

Little  did  he  think,  that  weary  lab- 
orer, as  he  dropped  listlessly  on  to  the 
car  seat  and  leaned  upon  his  shovel, 
that  he  was  posing  for  a  statue.  All 
day  long  he  had  been  toiling  in  the 
bitter  winter  wind,  and  when  at  length 
he  was  able  to  sink  into  a  seat  in  the 
warm  atmosphere  of  the  car,  his  fatigue 
overcame  him;  his  head  nodded,  and 
for  a  brief  moment  the  biting  blasts 
and  the  heavy  toil  of  the  day  were 
utterly  forgotten  in  sleep.  Just  across 
the  aisle  sat  the  sculptor,  the  late  Helen 
Farnsworth  Mears.  Her  soul  was 
touched  by  the  sight  before  her  and 
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Fig.  g. — "Labor  Union,"  by  Charles  Haag. 
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Fig.  io. — "The  Apprentice,"  by  John  Gregory. 
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her  artistic  instincts  were  deeply  stirred. 
No  sooner  had  she  reached  her  home  on 
Washington  Square  than  she  rushed 
into  her  studio  and  modeled  from  mem- 
ory "The  End  of  the  Day."  It  is  a 
cause  for  regret  that  Miss  Mears  did 
not  leave  a  greater  number  of  such 
works.  Themes  of  this  sort  always 
made  a  strong  appeal  to  her.  Commis- 
sions of  other  kinds  were  always  com- 
ing in  to  prevent  her  from  working  on 
other  subjects  far  more  to  her  liking. 
In  "The  End  of  the  Day"  there  is  a 
note  of  pathos  not  often  to  be  seen  in 
sculpture.  It  touches  one  of  the  deep- 
est chords  of  human  sympathy. 

JOHN  GREGORY 

"The  Apprentice,"  by  John  Gregory, 
was  designed  as  part  of  a  monumental 
group.  The  youthful  workman,  fresh 
for  his  task,  seems  to  be  all  ready  to 
begin  it.  Here  there  is  no  evidence  of 
fatigue.  It  is  the  very  antithesis  of 
what  one  may  see  represented  in 
"Tired"  and  "The  End  of  the  Day." 
The  fine  young  fellow,  an  excellent 
type,  just  past  the  age  of  adolescence, 
is  ready  and  waiting  to  undertake  life's 
real  tasks.  There  is  virility  and  poten- 
tial effort  displayed  in  "The  Appren- 
tice" (Fig.  id).  It  breathes  the  atmos- 
phere of  buoyant  hopefulness.  We 
trust  that  Mr.  Gregory  may  turn  his 
attention  to  other  and  more  active 
aspects  of  the  labor  theme. 


SOME  OTHER  GOOD  EXAMPLES  OF  LABOR 
IN  SCULPTURE 

Among  recent  works  in  sculpture  seen 
at  the  various  exhibitions  are  "A  Far- 
rier," by  the  late  Joseph  Kroupka,  and 
"A  Scrub-Woman,"  by  Mrs.  Ingels,  a 
pupil  of  Lorado  Taft. 

Fine  workmen  are  to  be  found  as 
subordinate  figures  on  the  Johnson 
memorial  in  St.  Paul,  Minnesota.  They 
are  the  work  of  Andrew  O'Connor. 
Karl  Gerhardt's  blacksmith  on  the 
Seth  Boyden  Monument  in  Newark, 
New  Jersey,  may  also  be  mentioned. 

The  early  sculptors  were  content  to 
represent  laboring  men  as  nude  Greek 
athletes  and  heroes,  giving  to  them  the 
emblems  of  some  trade  or  other.  Of 
such  are  most  of  the  groups  that  typify 
"Industry"  so  often  Seen  in  the  pedi- 
ments of  public  buildings.  Not  so  with 
our  champions  of  labor  in  the  plastic 
art  of  today!  They  have  studied  their 
subjects  at  first  hand  with  earnestness 
and  sincerity.  They  present  them  to 
the  world  as  they  are.  They  reveal  to 
us  charms  which  we  have  failed  of  our 
own  observation  to  discoyer.  Their 
works  breathe  a  vital  message  for  all. 
They  sing  a  noble  hymn  to  Labor — a 
hymn  sung  valiantly  to  all  the  world 
in  tones  that  cannot  die. 
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The  Charioteer  from  the  Mausoleum,  now  in  the  British  Museum.   See  poem 
on  page  95. 
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THE  MAUSOLEUM-CHARIOTEER 

He  leans  alert  o'er  the  chariot-rail  and  looks  toward  the  goal: 
In  the  shadowy  vault  beneath  the  brow  light  breaks  from  the  burning  soul. 
Oh,  how  shall  we  learn,  Oh,  how  shall  we  know,  the  name  of  the  mage  so  great. 
Who,  spurning  the  bounds  of  human  skill,  did  a  god's  task  consummate? 

Is  it  thee,  O  Skopas,  we  must  praise  for  the  rush  and  the  sweeping  line. 
For  the  parted  lips  and  the  breathing  hope  from  the  yearning  heart  divine, 
For  the  perfect  form,  whose  perfection  points  to  a  more  than  perfect  yet. 
Where  the  midmost  splendor  of  heaven  would  seem  but  as  darkness  to  forget? 

We  may  never  know  the  hand  that  drew  that  face  with  its  living  fire; 
We  may  never  tell  the  power  that  filled  those  eyes  with  their  swift  desire, 
And  the  strenuous  strife  of  the  agony  that  could  pot  be  expressed — 
The  thing  that  men  call  art  that  strives  to  overpass  the  best. 

Yet  world  after  world  has  the  sculptor  seen,  and  world  after  world  flung  by, 
To  chisel  anew  a  remoter  dream  than  the  dull  days  signify. 
From  the  aspirations  of  age-long  years  that  the  perfect  type  despise. 
Till  here  in  the  utmost  art  we  find  the  romance  of  the  heart's  emprise. 

And  even  the  swirl  of  the  chiton's  hem  hints  more  than  a  god  may  see: 

Ah  leave,  ah  leave  mere  truth  behind  and  seek  for  what  cannot  be. 

O  what  of  the  goal,  and  what  of  the  way,  and  what  of  the  flying  steed — 

For  'tis  on  and  on  through  the  infinite,  while  the  stars  and  the  light  cry  'speed.' 

I.  B.  STOUGHTON  HOLBORN 
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Michelangelo's  Moses  in  San  Pietra  in  Vincoli,  Rome. 
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THE  HORNS  ON  MICHELANGELO'S  MOSES 

Margaret  MacLean 


MICHELANGELO'S  statue  of 
Moses  in  the  Church  of  S.  Pietro 
in  Vincoli,  Rome,  is  one  of  the 
most  familiar  masterpieces  in  the  world, 
yet  few  persons  have  noticed  the  mis- 
take made  by  the  sculptor  in  placing 
horns  on  the  head  of  Moses. 

The  true  meaning  that  Michelangelo 
strove  to  put  into  the  figure,  so  that  it 
might  no  longer  be  cold  marble  but 
filled  with  the  surging  emotions  of  one 
who  had  for  forty  days  and  forty  nights 
remained  in  mysterious  converse  with 
Jehovah,  may  be  better  understood  if  a 
summary  of  the  circumstances  be  given. 
Moses  received  "upon  mount  Sinai,  two 
tables  of  testimony,  tables  of  stone, 
written  with  the  finger  of  God"  (£xodM5, 
xxxi-i8),  and  on  his  return  down  mount 
Sinai  "as  soon  as  he  came  nigh  unto  the 
camp,  he  saw  the  calf,  and  the  dancing: 
and  Moses'  anger  waxed  hot,  and  he 
cast  the  tables  out  of  his  hands,  and 
brake  them  beneath  the  mount."  The 
people  repented,  and  in  order  to  make 
atonement  for  their  sin  Moses  re- 
ascended  the  mount  and  solemnly 
interceded  with  the  Almighty  on  their 
behalf.  Later  on,  emboldened  by  his 
success,  Moses  expressed  the  desire  that 
he  might  behold  the  Glory  of  the  Lord 
face  to  face;  the  answer  was  "Thou 
canst  not  see  my  face;  for  there  shall 
.  no  man  see  me,  and  live."  However,  if 
Moses  would  once  more  ascend  the 
mount  and  bring  with  him  two  fresh 
tables  of  stone  hewn  out  of  the  rock  the 
Lord  promised  that  he  should  see  as 
much  of  His  Glory  as  mortal  eye  could 
bear.  This  Moses  did,  "and  the  Lord 
passed  by  before  him,"  and  commanded 
him  to  write  upon  the  tables  of  stone 
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the  words  He  had  spoken;  and  Moses 
"was  there  with  the  Lord  forty  days 
and  forty  nights;  he  did  neither  eat 
bread,  nor  drink  water.  And  he  wrote 
upon  the  tables  the  words  of  the  Cove- 
nant, the  ten  commandments." 

The  partial  vision  of  the  Lord  per- 
mitted to  Moses  was  so  awful  that  he 
retained  permanent  marks  of  it  which 
awed  his  people  in  the  valley  when  they 
saw  him  on  his  return  although  he  him- 
self "wist  not  that  the  skin  of  his  face 
shone."  The  last  nine  wordsare  in  the 
Authorized  Version  of  the  Bible,  Exodus, 
xxxiv,  29;  but  in  the  Vulgate,  a  transla- 
tion made  by  Jerome  in  the  fourth  cen- 
tury which  grew  rapidly  into  favor  and 
was  for  a  thousand  years  practically 
the  only  Bible  of  Western  Christendom, 
the  reading  is  "et  ignorabat  quod  cor- 
nuta  esset  facies  sua,"  that  is,  "and  he 
did  not  know  that  his  face  was  horned." 
The  original  Hebrew  word  translated 
here  as  "cornuta"  means  either  a  "horn" 
or  an  "irradiation,"  and  Michelangelo, 
knowing  only  the  Vulgate  Bible,  put 
"horns"  on  Moses  as  he  wished  to  de- 
pict him  at  this  all-important  epoch  of 
his  life.  The  two  facts  in  this  statue 
that  fix  the  time  definitely,  and  were 
placed  there  for  that  purpose,  are  the 
two  tables  of  stone  and  the  horns.  A 
perusal  of  the  Vulgate  Bible  will  show 
that  "cornuta"  is  used  only  when 
Moses  has  returned  to  his  people  after 
seeing  as  much  of  the  Glory  of  the 
Lord  as  human  eye  could  stand,  and 
with  so  much  reflected  radiance  shin- 
ing in  his  own  face  that  the  people 
were  awed  and  "were  afraid  to  come 
nigh  him.  And  Moses  called  unto  them; 
.    .   .  .  and  talked  viith  them,"  Exodus, 
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{•Holairatli  by  Alinari 
The  three  columns  of  the  Temple  of  Castor  (called  often  the  temple  of  Castor  and  Pollux)  seen  in 
the  distance  from  the  Basilica  Julia.    The  Arch  of  Titus  and  the  Colosseum  in  the  far 
background.   See  poem  on  page  99. 
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xxxiv,  30-31.  The  Encyclopcedta  Britan-  showed   indignation   and   menace,    for 

«jca.  in  describing  this  statue  of  Moses,  "Moses'  anger    waxed    hot,"    Exodus, 

says,  "his  head  is  raised  and  turned  to  xxxii,  19. 

the  left  with  an  expression  of  indigna-  The  conclusion  to  be  drawn  is  that 

tion  and  menace."    It  is  true  that  this  Michelangelo  had  not  read  his  Bible 

is  the  expression  on  Moses'  face,  yet  carefully   and    so   confused    these   two 

the  Encyclopcedia  fails  to  comment  that  occasions    and    made    them    into   one, 

on  the  occasion  of  wearing  "horns  on  although   the  circumstances  were  en- 

his  face,"  or  when  he  "wist  not  that  his  tirely  different.    Having  supposed  that 

face  shone,"  there  was  no  reason  for  the  circumstances  were  the  same,  his 

either   indignation   or   menace.     They  artistic  nature  rebelled  against  placing 

belong  to  the  time  when  Moses  came  the  horns  on  the  face  and  in  order  to 

down  from  mount  Sinai  and  found  the  represent  Moses  at  that  exalted  moment 

people  worshipping  the  golden  calf  and  he  placed  them  in  the  hair, 

indulging  in  heathenish  orgies:  then  he  Toronto 


ON  THE  RUINS  OF  THE  TEMPLE  OF 
"CASTOR  AND  POLLUX" 

Three  columns  like  three  silent  sisters  stand, 
Entwined  as  if  with  bands  of  love  more  dear 
Than  that  of  the  immortal  twins  who  here 
Were  honored  by  the  builder's  mighty  hand. 

No  orator  who  swayed  that  haughty  land 
When  Rome  was  ruler  of  this  restless  sphere 
Could  move  men's  souls  with  ecstasy  or  fear 
As  does  their  silent  eloquence,  unplanned. 

What  grand  and  glittering  pageants  hast  thou  seen? 
What  statesmen  and  what  warrior  emperors  bold? 
Thou  voiceless  ruin  who  for  an  age  hath  been 
O'ertowering  like  the  Graces  three  of  old. 
Beautiful,  majestic,  and  serene, 
Guardian  of  ten  thousand  tales  untold. 

WALKER  K.  HANCOCK 
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Fui.  i.^The  Francois  Vase  in  Florence.    In  the  third  band  is  the  procession  of  gods  driving  ii 
charbts  to  Thetis'  wedding. 


,  Google 


HERMES,  THE  FRIEND  OF  MAN 

William  C.  Lawton 


[Note — This  essay  is  tssenlially  one  of  the  later  chapters  in  an 
unpublished  volume,  "The  Gods  of  Early  Hellas,"  in  which  Ihe 
main  thread  of  unity  is  the  gradual  growth  of  Ike  Olympian 
family  and  hierarchy.  This  will  explain  some  peculiarities  in 
Ihe  form,  and  in  Ihe  treatment  of  the  special  subject.  Many  mat- 
ters loufhed  on  iighliy  here  are  treated  in  more  detail  elsewhere.] 


COMPARED  with  the  six  other 
children  of  Zeus  who  sit  by  un- 
questioned right  in  the  inner  coun- 
cils of  Olympus,  Hermes  seems  far  more 
youthful.  His  activity  as  a  messenger, 
not  merely  for  his  father,  but  for  the 
other  gods,  singly  or  collectively,  might 
at  first  sight  appear  to  reduce  him  to 
the  humbler  rank  of  an  Iris  or  a  Hebe. 
It  is  fairer,  however,  to  liken  him  to  the 
hard-worked  but  highly  honored  herald, 
master  of  ceremonies,  or  seneschal,  of 
an  earthly  king  and  court,  through  or 
by  whom  nearly  all  ceremonious  deal- 
ings must  take  place.  In  early  works 
of  art  he  is  usually  a  bearded  figure,  of 
mature  age,  perhaps  to  indicate  the 
dignity  of  such  an  official.  But  this  is 
not  the  proper  beginning  of  a  life  story. 
A  famous  Homeric  Hymn  describes 
Hermes'  eventful  first  days.  His  mother, 
Maia,  is  one  of  the  Pleiades,  i.e.,  one 
of  the  seven  daughters  of  Atlas  and  the 
Oceanid  nymph  Pleione,  who,  in  a  later 
myth,  were  metamorphosed  into  the 
familiar  constellation  which  still  bears 
their  name.  The  conception  and  birth 
of  Hermes  occurred  in  a  cavern  of  Mt. 
Cyllenc,  in  Arcadia.  As  to  Maia  nothing 
more  is  told,  though  she  appears  in  the 
great  procession  of  gods  on  the  archaic 
Frangois  vase,  riding  to  Thetis'  wed- 
ding in  a  chariot  with  her  son  (Fig.  i). 
Her  name  appears  to  mean  Mamma. 
(She  is  not,  it  seems,  identical  with  the 
Roman  goddess  Maia  or  Maiesta,  the 

lioil 


wife  of  Volcanus,  to  whom  the  priest 
made  offering  on  the  first  of  May,  and 
from  whom  the  spring  month  takes  its 
modern  name.) 

To  morality  no  claim  is  made  for 
Hermes.    He  is  a 
"Child  of  many  a  shameless  wile,  and  crafty 

devices, 
Thievish,  a  lifter  o(  oxen,  a  leader  of  robbers,  a 

nighthawk." 

His  precocity  is  even  superior  to 
Apollo's.  Born  at  dawn,  an  hour  or 
two  later  he  waddles  forth  from  the 
cave-home,  and  meets  a  tortoise,  which 
he  promptly  strangles.  Scooping  out 
the  body,  he  bores  holes  in  the  shell, 
fits  into  them  a  frame  of  reeds,  over 
which  he  stretches  a  hide,  attaches 
horns,  ties  thereto  seven  sheep-gut 
strings^ and  so  elaborately  fashions 
the  first  lyre.  To  this  straightway  he 
sings  the  tale  of  his  own  origin,  and 
glorifies  also  the  "goodly  halls"  of  his 
cavern  abode. 

At  dusk  of  the  same  eventful  day  the 
infant  rogue  steals  off  to  the  Pierian 
hills,  two  hundred  miles  away,  in  the 
far  North  of  Thessaly,  where  the  kine 
of  the  blessed  gods  are  grazing.  He  cuts 
out  of  the  herd  fifty  oxen  belonging  to 
Apollo.  These  he  drives  all  night  until 
he  has  returned  again  to  the  Felopon- 
nese  and  reaches  the  river  Alpheus.  The 
tracks  of  the  cattle  he  manages  to  re- 
verse, forcing  them  to  move  backward, 
while  his  own  tiny  footprints  are  dis- 
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FlO.  2. — Hermes  of  the  Belvidere  in  the  Vatican  (often  miscalled  an  AntinoUs). 
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guised  by  faggot -like  sandals,  framed  of 
withes. 

At  the  river  side  he  kindles  a  fire,  by 
the  inventive  use  of  the  twirling-stick, 
overthrows  and  slays  two  of  the  herd, 
and  apparently  makes  of  them  an  or- 
derly sacrifice  to  the  twelve  great  gods. 
Inasmuch  as  the  babe  who  presents  the 
offering  is  himself  to  be  one  of  the 
twelve,  the  narrator  seems  just  here  to 
be  completely  bewildered  in  an  attempt 
to  explain  the  origin  of  this  rite. 

At  dawn  of  the  second  morning,  slily 
returning  to  his  home,  the  thief, 

"Like  an  autumnal  breeze,  or  a  wreath  of 
mist,  through  a  bolt-hole 
Stooping  entered  the  hall." 

Creeping  again  into  the  swaddling- 
bands,  he  assumes  all  the  innocence  of 
helpless  babyhood.  When  the  angry 
Apollo  tracks  the  culprit  home,   and 


"Babe  in  the  cradle,  confess  to  me  straight- 
way where  are  my  cattle; 
Else  will  I  seize  thee  at  once  and  into  dank 
Tartarus  hurl  thee," 

the  innocent  babyishness  and  prompt 
perjury  of  the  reply  are  almost  con- 
vincing. Finally,  with  admiring  laughT 
ter,  Apollo  herds  the  babe  before  him 
to  Olympus,  and  into  the  very  presence 
of  the  high  gods.  Here  the  accusation 
is  again  made  in  convincing  detail,  and 
again  denied  by  Hermes  with  impres- 
sive oaths,  ending  by  a  touching  appeal 
to  his  infantile  helplessness.  Zeus  him- 
self is  moved  to  mirth,  but  insists  that 
the  booty  be  traced  and  restored. 

Hermes  now  has  recourse  to  his  lyre, 
which  he  has  still  carried  covertly  with 
him  in  all  these  adventures,  and  sings 
a  lay  in  honor  of  the  gods,  of  the  crea- 
tion, of  the  Muses  and  Mnemosyne 
their  mother— which  Apollo  declares  is 
well  worth  the  price  of  fifty  kine.   The 


songs  of  Apollo  and  the  Muses  appear 
until  then  to  have  had  the  accompani- 
ment of  the  double  pipes  {auloi)  only, 
though  these  also,  as  well  as  the  syrinx, 
or  Pan's  pipe  of  seven  notes,  were  some- 
times credited  to  Hermes  among  his 
many  inventions.  Hermes  now  gives 
Apollo  the  lyre,  and  swears  a  bond  of 
lasting  amity,  desiring  to  be  himself 
the  appointed  herdsman  of  the  elder 
brother's  cattle:  surely  a  fit  warden 
against  other  thieves. 

This  delightful  "Hymn,"  well  known 
in  English  literature  also  through 
Shelley's  free  recasting  of  it,  has  dis- 
guised most  successfully  what  the  men- 
tion of  Hermes'  birthplace  still  reveals, 
viz.,  his  origin  as  a  local  divinity  of 
Arcadia.  His  transfer  to  Olympus  is 
merely  prompter  and  easier  than  that 
of  Oriental  Aphrodite  and  Dionysus,  or 
his  Arcadian  kinsman,  goat-foot  Pan, 
none  of  whom  had  any  original  connec- 
tion with  the  true  Olympians. 

A  rustic  god,  apparently,  a  popular 
favorite,  he  long  remained.  He  had  a 
place,  perhaps  at  one  period  or  one 
locality  the  chief  one,  among  those  ele- 
mental spirits  of  vitality,  or  virility, 
that  represent  to  a  simpho-  country  folk 
the  creative  mystery  of  nature.  Diony- 
sus, who  supersedes  him  in  this  charac- 
ter, was  his  little  brother  and  foster- 
child,  as  Praxiteles  has  recorded  in 
marble.  The  ruder  Sileni  and  Siatyrs  are 
his  comrades  in  the  rough,  lawless  love- 
making  which  the  nymphs  do  not  bit- 
terly resent.  To  "Hermes  and  the 
nymphs,"  together,  Eumaeus  the  rustic 
swineherd  of  Ithaca,  wisest  and  most 
heroic  of  serfs,  offers  his  humble  sacri- 
fice. Such  are  his  true  and  earliest 
associations. 

Hermes'  knavery  made  him  a  sort  of 
patron  saint  even  among  thieves.  Thus 
Odysseus  took  pride  in  Autolycus, 
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"His  mother's  famous  father,  who  surpassed 
All  men  in  thievery  and  perjury. 
A  god  hath  given  it  him — Hermes,  to  whom 
He  offered  welcome  thighs  of  lambs  and  kids." 

All  masterly  skill  comes  from  a  super- 
human giver:  and  in  Hermes  the  origi- 
nal conception  is  so  crudely  immoral 
that  it  could  hardly  acquire  any  higher 
ethical  quality  from  later  hands:  not 
even  of  an  ifechylus  or  a  Pindar. 

As  piracy  and  brigandage  have  been 
slowly  displaced  by  gentler  if  not  fairer 
means  of  acquiring  wealth,  Hermes  was 
associated  with  trade,  with  commerce 
by  sea  or  land.  To  him,  perhaps  first  of 
all  gods,  as  a  more  companionable  and 
less  exacting  guide  of  travelers  than 
Apollo,  rude  memorials,  a  heap  of 
stones,  a  squared  pillar,  were  erected  by 
the  wayside.  The  effort  to  carve  the 
top  of  the  pillar  into  his  likeness  pro- 
duced the  rude  form  of  statue  that  still 
bears  his  name:  the  Herm.  This  simple 
but  persistent  art-type  gives  point  to  a 
late  Greek  narrative.  Hermes,  in  hu- 
man guise,  enters  a  sculptor's  studio, 
and  asks  the  price  first  of  a  heroic 
Zeus-statue,  then  of  a  companion  figure 
of  Hera.  Each  is  for  sale  at  a  talent. 
Seeing  his  own  figure  in  a  corner,  he 
ventures  a  third  inquiry,  only  to  be  told 
that  it  will  be  thrown  in  for  good  mea- 
sure for  anyone  who  buys  the  other  two. 

His  wonderful  combination  of 
strength  and  swiftness  made  him,  nat- 
urally, the  especial  favorite  of  athletes, 
the  ideal  of  energetic  virile  youth. 
Hence  he  became  the  especial  patron 
of  the  gymnasium. 

His  inventive  genius  was  sometimes 
extended  to  include  nearly  all  early 
acquisitions  of  men,  not  merely  fire  and 
musical  instruments,  but  even  speech, 
writing,  number,  etc.  Here  he  invades 
the  domain  of  Prometheus. 

Still  another  phase  of  this  winsome 
roguish  personality  makes  him  the  ge- 
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Fig.  4. — Head  of  the  so-called  Hermes  of  Antieythera, 

recovered  from  the  sea  and  now  in  Athens.  From  Bulle, 

Der  Schbne  Mensch. 

nius  of  good  fortune,  of  luck.  This  gift 
is  especially  associated  with  his  magic, 
which  accorded  success  and  wealth. 
The  highest  possible  throw  of  dice  bore 
his  name,  as  does  any  unexpected 
treasure-trove.  In  numberless  ways  is 
revealed  the  extreme  closeness  of 
Hermes  to  man.  This  independent 
origin  of  the  belief  in  him — quite  apart 
from  the  more  literary  faith  in  the 
Olympians — as  a  popular  and  rustic 
divinity,  especially  in  Arcadia,  seems 
clear. 

The  assertion  that  he  was  Zeus'  son, 
and,  in  particular,  his  bodily  transfer- 
ence to  Olympus,  is  probably  a  notable 
example  of  that  drawing  together  and 
closer  organization  of  local  beliefs  by 
which  the  whole  Olympus-myth  must 
have  been  slowly  elaborated.  It  is  the 
supreme  power  and  influence  of  the 
Homeric  epic,  and  possibly  that  alone, 
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Fig.  5. — Bearded  Hermes  with  wand.    Priam  ransoming  body  of  his  son  Hector,  which  lies  under  the  couch  of 
Achilles.   The  cylix  is  In  the  Munich  Museum.    From  Furtw^ngler- Reich  hold.  GrieckUche  Vasenmalerei.  pi.  83. 


that  has  made  the  figure  of  Hermes  the 
messenger  of  Olympian  Zeus  the  most 
familiar  of  all  his  many  phases. 

It  is  indeed  easy  to  fancy  that  this 
restless  genius  must  have  found  the 
herdsman's  life,  as  did  "Mowgli  of  the 
cattle,"  all  too  leisurely  and  monoto- 
nously easy.  Just  when  he  became  the 
wide-ranging  pursuivant  of  the  Olym- 
pians is  not  told.  He  may  have  been 
especially  selected  for  a  most  desperate 
task,  when  Demeter  sat  in  year-long 
mourning  for  her  stolen  daughter,  re- 
fusing to  bless  the  fields  and  crops  of 
earth.     Humanity   languished,   the 


heaven-dwellers  received  no  sacrifices. 
So  at  a  less  serious  crisis,  a  merely 
mortal  herdsman  was  hastily  pitched 
upon  to  act  as  umpire  in  the  greatest 
of  beauty  contests,  when  the  golden 
apple  was  the  prize.  At  any  rate,  it 
was  the  youth  of  the  golden  wand  who 
was  then  dispatched  to  beguile  grim 
Hades'  heart  with  soft  words.  When 
Persephone  is  permitted  to  revisit  her 
mother,  it  is  the  "stalwart  slayer  of 
Argos"  who  drives  the  ascending  char- 
iot up  to  the  daylight.  In  many  vase 
paintings  he  is  even  seen  in  the  same 
capacity  at  the  original  abduction  of 
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Fig.  6.— Charon,  Hermes,  and  the  dead  person  a 

the  little  souls  flitting  about.   From  '. 


the  hither  bank  of  the  Styx,  about  to  be  (erried  across.    Notia 
urtwangler-Rieiler,  WeissgruTjdige  AUisehe  Lekythen. 


Persephone  by  Pluto:  doubtless  as  a 
formal  evidence  of  Zeus'  approval, 
which  Hades  had  indeed  secured  in 
advance. 

On  an  occasion  only  less  momentous, 
at  least  for  mankind,  it  was  Hermes  who 
conducted  the  three  august  claimants  of 
Eris'  apple  to  Mt.  Ida,  and  with  tactful 
impartiality  presented  them  before  that 
other  young  cowherd  who  proved  a  cor- 
ruptible judge  in  the  court  of  beauty: 
Alexander  or  Paris.    See  Figure  3. 

Not  merely  tact  but  trickery,  even 
the  innate  thievishness  of  Hermes,  is 
freely  counted  upon  for  any  such  occa- 
sion. He,  alone  of  gods,  could  free  Ares 
from  the  jar  in  which  he  had  languished 
a  captive,  during  the  war  of  giants 
and  gods.  Again,  when  Achilles  keeps 
unburied  and  maltreats  Hector's  body 
for  nearly  a  fortnight,  the  first  sugges- 
tion made  in  Olympus  is  the  rather 
feeble  one  that  Hermes  be  sent  down 


to  steal  it.  When  the  larger  plan  is 
devised,  that  Priam  shall  be  sent  to 
buy  the  corpse  back  from  the  victor,  it 
is  Hermes,  who,  despatched  by  Zeus, 
meets  the  old  king  at  dusk  before  he 
draws  near  to  the  Greek  camp,  assumes 
and  plays  an  elaborate  part  as  Achilles' 
esquire,  and  guides  the  despairing  father 
through  all  the  terrors  both  of  the  shore- 
ward journey  and  of  the  return  home 
to  Troy  at  early  dawn.  See  Figure  5. 

When  the  home-seeking  Odysseus 
has  been  detained  seven  years  long  by 
Calypso,  Hermes  is  sent  to  bid  the 
nymph  speed  him  on  his  way.  On  this, 
as  on  other  such  occasions,  he  is  graphi- 
cally described.    First  the  god 

"Under  his  feet  his  lovely  sandals  bound. 
Ambrosial,  golden,  that  above  the  sea 
Bear  him,  or  boundless  earth,  with  the  winds' 
gusts." 

Next 
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Fig.  7.— Hermes,  Eurydice.  and  Orpheus  on  a  relief  in  the  Villa  Albani,  Rome. 

"Hegrasped  hiswand, wherewith  hecharms     human  or  divine,   he  proves  a  genial 

r.r    t"^^^^   ■11      J     L  1        L     1  and  warmly  welcomed  guest.     The 

Of  whom  he  will,  and  others  wakes  who  sleep,  .,  „  j     r  t         ■ 

Over  the  waves  he  darted  like  a  gull  '''"';<='•  B™ff  command  of  Zeus  IS  courte- 

That,  fishing,  dips  his  feathers  in  the  brine."     ously  softened  m  delivery.    In  empha- 
sizing his  own  reluctance  to  come  with 
With   Calypso,   as   with   all   beings     the  unwelcome  message,  however,  he 
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somewhat  strains  the  limits  of  truest 
courtesy. 

"Who  would  willingly  traverse  the  briny 

and  limitless  waters? 
Never  a  city  of  mortal  men  is  at  hand,  who 

would  offer 
Sacrifices  and  chosen  hecatombs." 

Noticeable  is  this  frank  expression  of 
weariness  in  his  ceaseless  task,  and  also 
the  preference  for  human  hospitality. 
It  is  the  leisure- loving,  rustic  Arcadian 
god,  the  comrade  of  mortals,  whose 
voice  is  heard  for  the  moment  in  these 
repining  tones. 

But  in  no  corner  of  the  universe  is 
Hermes  a  stranger.  As  to  the  under- 
world, in  particular, 

"He  alone  is  the  herald  appointed  to  Hades." 
or  as  Keats  finely  calls  him,  the 

"star  of  Lethe." 
and  he  is  vividly  described  leading  to 
the  shades  the  many  whimpiering  souls 
of  the  suitors  of  Penelope,  untimely 
slain.  This  function  of  Hermes  early 
caused  him  to  be  regarded  as  especial 
warden  of  the  dead.  The  Pythagoreans 
in  particular  spoke  of  him  as  the  guard- 
ian of  the  realm  of  air,  to  which  he 
draws  the  spirits  of  all  who  perish  on 
land  or  sea.  "When  Hermes  meets  us" 
was  a  gentle  euphemism  for  separation 
by  death  from  other  companionship. 
See  Figure  6. 

The  close  relation  of  sleep  to  death  is 
universally  felt.  To  Hermes  the  mythi- 
cal Homeric  folk  of  Phseacia  pour  the 
last  libation  before  going  to  rest,  so 
doubtless  this  really  was  a  familiar 
usage  among  early  Greeks,  as  it  cer- 
tainly became  later.  His  statue  was 
set  at  the  bedside,  as  the  giver  of  sound 
slumber.  When  conducting  Priam  to 
Achilles,  Hermes  throws  the  guards  of 
the  Greek  wall  into  a  heavy  lethargy. 

Possibly  the  most  ingenious  and  in- 
teresting of  all  attempts  to  explain  the 
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origin  of  a  Greek  divinity  is  the  famous 
essay,  or  rather  volume,  "Hermes  the 
Wind-God,"  by  Professor  Roscher.  Al- 
most every  action  and  function  of 
Hermes  is  plausibly  traced  to  this  single 
source;  but  many  will  still  feel  that  the 
real  origins  are  far  more  composite. 

The  Homeric  Zeus  certainly  does 
send  the  winds  forth,  at  times,  much 
like  his  other  messengers,  Hermes,  Iris, 
Themis,  etc.,  to  do  his  will.  Boreas,  in 
particular,  is  called  "^ther-born,"  and 
all  the  winds  rush  down  from  upper  air, 
or  come  forth  from  a  cave  abode  which 
is  much  like  the  grotto  of  Maia  on  Cyl- 
lene.  The  wind-gods  are  winged,  as  is 
Hermes.  His  thievish,  tricky  qualities, 
again,  help  out  the  argument  for  his 
close kinshipwith  them.  Music,  whether 
of  pipes  or  lyre,  doubtless  did  take  its 
first  suggestion  from  the  murmuring 
breeze  and  the  trumpet- voiced  hurri- 
cane. The  souls  of  the  dead  ride  down 
the  wind,  the  favoring  gales  are  the 
chief  blessing  of  the  farmer,  and  quite 
indispensable  to  the  voyaging  merchant. 

The  book  referred  to,  however,  can- 
not be  fairly  summarized  in  a  para- 
graph, but  will  reward  the  closest  study. 
Such  details  as  the  thievish  baby  steal- 
ing home  again  "like  a  breeze  through 
the  bolt-hole" — or  key-hole — may  be 
actually  reminiscences.  If  Apollo's  cat- 
tle are  the  clouds,  the  wind  certainly 
drives  them.  The  very  birth-time  of 
Hermes,  at  early  dawn,  is  the  hour 
when  the  young  breeze  springs  up:  his 
holy  day,  the  fourth  after  the  change 
of  moon,  was  the  time  when  it  was  gen- 
erally believed  that  a  decided  change 
of  wind  and  weather  usually  occurred. 
Altogether,  the  theory  is  easier  to  de- 
fend than  to  combat  destructively. 

Representations  of  Hermes  were 
probably  more  frequent  in  the  ancient 
world  than  any  other  work  of  art.  He 
guarded    the    fields,    the    streets,    the 
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homes.  By  the  roadside  the  thankful 
traveler  set  his  memorial,  whether  a 
mere  stoneheap,  a  pillar,  or  a  real 
statue.  At  the  harbor  mouth  and  city 
gate,  before  or  within  the  temple  of 
almost  any  other  divinity,  as  well  as 
his  own,  he  most  fitly  stood.  A  famous 
episode  in  Alcibiades'  career  makes  us 
aware  that  Hermje,  tetragonal  pillars 
capped  by  the  head  of  the  god,  were 
standing  before  each  Athenian  dwelling. 
The  mutilation  of  them  all  in  a  single 
night  threw  the  city  into  a  panic,  and  cast 
a  black  cloud  over  the  great  expedition 
to  Sicily  then  just  about  to  sail.  Be- 
sides his  manifold  personal  adventures, 
Hermes  is  present,  as  the  Olympian 
seneschal,  at  nearly  all  notable  scenes 
where  several  gods  are  brought  to- 
gether, as  at  the  Judgment  of  Paris. 

Besides  his  winged  sandals,  Hermes' 
cap  is  often  similarly  equipped.  Actual 
wings  of  his  own  are  rarely  seen.  Very, 
often  he  wears  the  traveler's  petasos,  or 
broad-brimmed  shade  hat.  Above  all 
characteristic  of  him  is  his  magic  wand. 
It  is  not  the  ordinary  straight  skeptron 
or  kerykeion  used  by  human  heralds, 
e.g.,  to  intercede  and  separate  the  two 
combatants  in  a  duel.  It  has  two 
twisted  arms  resembling  an  open-topped 
8.  Later  two  serpents  are  intertwined 
upon  it. 

Any  outline  account,  even,  of  the 
extant  Hermes  figures  would  require  an 
essay.  Two  masterpieces  should  be 
familiar  to  all.  The  relief  in  the  Villa 
Albani  is  in  the  Attic  style  of  the  closing 
fifth  century,  and  might  have  been 
carved  by  a  pupil  of  Pheidias.  Orpheus, 
the  lyre  hanging  unnoticed  in  his  left 
hand,  is  taking  a  tender  but  calm  fare- 
well of  Eurydice,  while  on  her  other 
side,  touching  her  hand,  but  with  no 
insistent  haste,  stands  the  sympathetic 
herald  of  Hades,  identified  by  the  peta- 
sos only,  unless  we  add  the  wonderful 
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combination  of  resistless  strength  and 
youthful  grace.   See  Figure  7. 

The  great  Hermes  statue  by  Praxi- 
teles, found  all  but  entire  by  the  Ger- 
man excavators  of  Olympia,  is  the  sole 
example  extant  of  a  masterpiece  by  a 
Greek  sculptor  of  the  very  first  rank. 
The  archaeologists,  working  with  Pau- 
sanias'  volume  in  hand,  knew  within  a 
few  feet,  beforehand,  where  they  might 
expect  to  find  the  pedestal.  The  figure  is 
worthy  to  be  the  ideal  of  vigorous  and 
graceful  physical  proportions  in  every 
gymnasium.  See  Figures  8  and  9. 

Perhaps  no  Hellenic  god  was  so  close 
to  human  consciousness  and  sympathy. 
He  personifies  perfectly  the  most  un- 
ethical carefree  beauty-loving  qualities 
of  Hellenic  youth,  charm,  and  genius. 
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ST.  REMY-EN-PROVENCE 

H.  C.  SCHWEIKERT 


NEXT  to  Italy  there  is  no  land 
that  appeals  more  insistently  to 
the  imagination  of  the  student 
and  the  scholar  than  Provence.  The 
very  name  is  suggestive  of  poetry  and 
romance,  and  callous  indeed  is  the 
traveler  whose  heart  does  not  respond 
to  the  magic  of  that  word.  And  yet, 
unlike  Italy,  Provence  is  singularly  free 
from  the  ubiquitous  tourist,  in  spite  of 
such  apparently  irresistible  names  as 
Orange,  Aries,  and  Nimes. 

The  little  jaunt  which  I  am  about  to 
record  began  at  Marseilles,  and  be- 
tween that  city  of  magnificent  views 
and  the  far-famed  village  of  the  re- 
doubtable Tartarin  there  were  no 
Americans  to  be  seen  anywhere  except 
at  Avignon.  Of  course,  it  was  summer, 
but  I  fee!  certain  that  in  season  few 
Americans  are  to  be  seen  in  this  region, 
the  reason  being  that  the  traveler  from 
the  south  is  lured  by  the  boulevards  of 
Paris,  while  his  brother  from  the  north 
is  eager  to  reach  the  bright  Orient  of  the 
Riviera. 

In  order  to  derive  the  fullest  enjoy- 
ment from  a  sojourn  in  this  storied 
province  of  the  Midi  one  should  be 
steeped  in  history,  both  ancient  and 
medicEval.  He  should  be  able  to  see  the 
cohorts  of  Caesar,  to  hear  the  songs  of 
the  troubadours  amid  the  clank  of  the 
armor  of  the  knight-at-arms.  Once 
thoroughly  immersed  in  the  traditions 
of  the  past,  the  imagination  of  our  ideal 
traveler  may  wing  its  way  back  to  the 
day  when  the  Greeks  first  landed  at 
Marseilles,  and  then  swing  slowly  for- 
ward through  the  vicissitudes  of  the 
ages,  noting  through  the  eyes  of  Livy 
the  hosts  of  Hannibal  forcing  their  way 
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towards  the  Alps,  and  lingering  with 
Plutarch  on  the  field  of  Aquae  Sextiae. 
If,  perchance,  he  should  be  standing  on 
that  high  blufT  which  overlooks  the 
Rhone  on  one  side  and  Avignon  on  the 
other,  he  would  see  that  curious  Papal 
Palace  {Fig.  l),  ever  redolent  of  the 
Babylonian  Captivity,  while  not  far 
away  the  fountain  of  Vaucluse  still 
whispers  the  story  of  an  eternal  pas- 
sion. Facing  the  swiftly  flowing  Rhone 
(Fig.  3),  he  lingers  over  the  panorama 
presented  to  his  mind's  eye.  At  its 
source  is  the  He  de  Rousseau,  with  what 
enchanting  environment!  From  there 
it  races  through  its  fertile  valley  until 
at  last  it  steadies  itself  in  the  lowlands  of 
the  Camargue  and  empties  the  waters  of 
Lac  Leman  into  the  blue  Mediterranean. 

As  our  traveler  wanders  along  the 
shores  of  this  stream  his  imagination 
wi!!  be  kept  busy  with  the  varied  asso- 
ciations that  each  spot  suggests.  Nimes 
has  its  statue  of  Antoninus,  its  Maison 
Carree,  and  not  far  away  the  Pont  du 
Gard  (Fig.  5),  built  nineteen  hundred 
years  ago,  still  throws  across  the  gorge 
of  the  Gard  its  picturesque  triple  row 
of  unequal  arches.  The  arenas  of  both 
Nimes  and  Aries  are  reminiscent  of  still 
another  phase  of  Roman  civilization. 

Reaching  the  bridge  at  Tarascon,  the 
chateau  of  Rene,  le  bon  rot  (Fig.  2), 
frowning  from  a  bluff  on  the  left  bank 
of  the  Rhone,  transports  him  from 
ancient  Rome  to  the  Middle  Ages, 
while  just  across  the  river,  rising  still 
higher,  stands  the  old  castle  of  Beau- 
caire,  and  it  will  be  enough  to  think  of 

"Aucassin,  the  boon,  the  blond, 
High-born  youth  and  lover  fond," 
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Fig.  3, — The  swiftly  flowing  Rhone. 


who  is  sighing  his  soul  away  for  one 
kiss  from  the  fair  damsel  Nicolete,  with 

"hair  of  yellow  gold 
And  an  eyebrow  of  rare  mould, 
Clear  face,  delicately  fine. 
Never  saw  ye  more  divine!" 

The  traveler  who  has  reached  the 
bridge  at  Tarascon  with  some  such 
imaginings  as  !  have  just  sketched  may 
well  feel  that  his  trip  through  Provence 
has  come  up  to  his  most  ardent  expecta- 
tions. However,  I  had  come  to  Taras- 
con with  a  double  purpose,  and  so  from 
the  chateau  of  Rene  I  made  straight 
for  the  tiny  station  which  marks  one 
end  of  the  railroad  which  takes  you  to 
St.  Remy.  In  some  way,  which  I  am 
now  quite  unable  to  explain,  I  had 
determined  not  to  leave  unvisited  the 
two  eloquent  ruins  on  the  pleasant 
slope  of  the  Alpilles  just  above  St. 
Remy.    The  short  line  from  Tarascon 
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to  St.  Remy  traverses  a  barren  bit  of 
Provence,  some  of  it  almost  like  a 
desert,  with  an  occasional  row  of  melan- 
choly cypresses  which  plainly  seem  de- 
jected over  their  long  and  well-nigh 
fruitless  struggle  with  the  relentless  and 
devastating  mistral.  For  genuine  dis- 
comfort in  travel  I  oflfer  you  this  short 
ride  to  St.  Remy  when  the  torrid  August 
sun  turns  the  iron  coaches  into  verit- 
able ovens.  As  you  approach  the  town 
the  prospect  brightens,  thanks  to  mod- 
ern methods  of  irrigation,  which  make 
possible  the  green  pastures  and  brilliant 
flower  gardens  characteristic  of  this 
land  of  sunshine.  And  so  it  is  with  a 
sigh  of  relief  that  you  plunge  into  the 
cool  and  shady  avenues  of  St.  Remy. 

As  I  had  a  special  objective  the  town 
itself  offered  no  temptation  to  linger, 
and  after  a  few  short  turns  I  came  to 
the  Avenue  Pasteur,  a  straight  road 
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leading  up  to  the  foot-hills  of  the  Alpil- 
les.  The  guide-book  ventures  the  in- 
formation that  a  half  hour  will  bring 
you  to  the  "Plateau  des  Antiquites." 
Under  a  remorseless  August  sun  one's 
passion  for  classical  antiquity  might  be 
dissipated  at  the  prospect  of  a  thirty- 
minute  walk  each  way,  but  it  happens 
that  the  Avenue  Pasteur  is  shaded  in  a 
most  ingratiating  way  from  both  sides 
by  tall  trees.  On  both  sides  the  gutters 
are  filled  with  running  water,  utilized, 
as  everywhere  in  the  south,  by  the 
never  -  tiring  washerwoman.  As  you 
mount  slowly,  the  bare  peaks  of  the 
Alpilles  ever  before  you,  white  in  the 
afternoon  sun,  the  objects  of  your  pil- 
grimage suddenly  present  themselves  to 
you  on  your  right. 

The  two  monuments  stand  close  to- 
gether on  a  little  "plateau,"  absolutely 
detached.  In  lonely  grandeur,  in  a  re- 
markable state  of  preservation,  they 
are  the  only  remnants  of  ancient 
Glanum  not  destroyed  by  the  Visi- 
goths in  480.  The  one  is  probably  the 
first  triumphal  arch  erected  outside,  of 
Italy,  and  the  other  is  usually  called 
the  Mausoleum,  although  it  may  really 
be  a  triumphal  monument  likewise. 
After  a  short  rest  and  a  preliminary 
enjoyment  of  the  belle  vue  on  every  side 
it  became  necessary  to  examine  each  of 
the  monuments  in  some  detail.  See 
Figure  4. 

The  Arch  of  Triumph  is  forty  feet 
long,  eighteen  wide,  and  the  highest 
part  of  the  under  side  of  the  arch  is 
twenty-five  feet  from  the  ground.  The 
top  is  in  ruins,  but  the  remains  of  fluted 
Corinthian  columns,  the  archivolt  deco- 
rated with  beautifully  carved  fruits  and 
flowers,  with  bas-reliefs  between  the 
columns,  give  a  fair  idea  of  the  dignity 
and  classic  beauty  of  the  monument  as 
a  whole.  The  vault  itself  is  decorated 
with  sculptured  hexagonal  caissons  with 
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delicately  carved  rosettes  in  the  re- 
cesses. All  this  can  be  seen  and  enjoyed 
without  learned  comment,  but  as  you 
stand  here  and  marvel  at  these  two 
bits  of  transplanted  Rome  the  inevi- 
able  question  will  come,  why  these  un- 
usual constructions  in  old  Glanum,  a 
tenth-rate  provincial  town  and,  waiv- 
ing that  for  a  moment,  what  were  they 
to  commemorate?  Only  an  approxi- 
mate solution  is  afforded  by  the  in- 
scriptions and  bas-reliefs. 

As  to  date,  the  beginning  of  the 
Christian  era  is  pretty  well  agreed  upon, 
while  for  the  rest  there  is  wide  differ- 
ence of  opinion.  Glanum  was  known 
as  Glanum  Livii  and  one  conjecture  is 
that  the  arch  was  erected  by  Marcus 
Livius,  consul  in  15  B.C.,  in  honor  of 
his  patron  Drusus.  The  other  opinion 
is  more  interesting,  attributing  it  to 
Julius  Caesar  himself,  who  erected  it  to 
commemorate  his  struggle  with  Ver- 
cingetorix.  The  mutilation  of  the  fig- 
ures makes  any  theory  diflScuIt  to  estab- 
lish, although  there  can  be  no  doubt  as 
to  several  figures,  which  represent  cap- 
tives. The  site  also  helpsour  second  con- 
jecture, being  in  the  very  heart  of  some 
of  Caesar's  greatest  Gallic  triumphs. 

The  Mausoleum,  or  "Tombeau  des 
Jules,"  as  it  is  sometimes  called,  has 
the  apparent  advantage  of  a  perfectly 
legible  inscription,  the  meaning  of  which 
is  obvious  to  anyone  with  the  slightest 
understanding  of  Roman  epigraphy. 
SEX.  L.  M.  JULEI  C.  F. 
PARENTIBUS  SUEIS, 

which  is 

Sextus  Lucius  Marcus  Julei  Cai  Filii, 
Parentibus  Sueis,  or  Sextus,  Lucius 
and  Marcus,  Julii,  sons  of  Cai  us 
(dedicated  this  monument)  to  their 
,  parents. 
That  seems  simple  enough,  although 
there  are  nine  other  versions  offered. 
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Fig.  S-— The  Pont  du  Gard,  r 


The  three  pious  sons  of  Caius  honored 
their  parents  with  this  monument.  Note 
that  1  do  not  say  erected  this  monument, 
and  thereby  hangs  the  tale.  It  is  sup- 
posed that  these  sons  of  Caius,  wishing 
to  honor  their  parents,  found  this 
beautiful  monument  ready  for  use  as  a 
tomb,  simply  appropriated  it  and  per- 
petuated their  family  name  by  means 
of  the  inscription.  Even  at  that  the 
inscription  plainly  shows  that  the  Julii 
must  have  lived  and  died  in  the  first 
century. 

The  monument  consists  of  three 
stories  with  the  foundation  perhaps  un- 
duly exposed.  The  total  height  is  some 
sixty  feet.  The  base  is  square,  measur- 
ing twenty-two  feet  each  way.  The 
first  story  is  enriched  with  bas-reliefs 
and  opinion  differs  as  to  their  meaning. 
One  iFrench  authority  rather  curtly  re- 
fers to  their  commonplaceness  in  sub- 
ject and  execution.  M^rimee  interprets 
them    as    follows:  (i)  hunting    party; 


(2)  combat  of  Amazons;  (3)  struggle 
over  the  body  of  Patroclus;  (4)  cavalry 
fight.  A  more  interesting  conjecture  is 
given  by  Mr.  T.  A.  Cook,  who  can  only 
see  this  monument  erected  by  Julius 
Caesar  in  honor  of  the  successes  of 
Marius  over  the  Teutons.  His  inter- 
pretation is  boldly  unique,  and  he  ad- 
mits that  "now  and  then  it  will  require 
the  eye  of  faith  to  pick  out  all  these 
details,"  as  he  has  given  them  in  a  pas- 
sage too  long  for  quotation. 

The  second  story  consists  of  four  arch- 
ways,a  three-quarter  Corinthian  column 
at  each  corner,  with  a  highly  decorative 
frieze  of  monsters  running  all  around. 

The  third  story  is  a  round  temple- 
like colonnade  composed  of  nine  Corin- 
thian pillars  and  surmounted  with  a 
conical  roof.  Within  the  colonnade 
stand  two  statues,  the  bodies  antique 
while  the  heads  are  modern.  The  two 
statues  are  undoubtedly  male,  in  spite  ■ 
of  the  "parentibus"  in  the  inscription. 
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Leaving  all  questions  of  interpreta-  the  presence  of  these  two  bits  of  trans- 
tion  to  the  archaeologists,  the  fact  re-  planted  Rome  was  both  a  pleasant 
mains  that  this  monument  is  a  splen-  and  illuminating  experience.  As  I  came 
did  bit  of  memorial  architecture.  The  down  the  hill  the  shadows  were  length- 
proportions  are  beautifully  correct,  and  ening  in  the  late  afternoon  sun  and 
if  Julius  Caesar  was  responsible  for  its  while  figuring  how  soon  I  could  get 
creation  it  is  simply  one  more  testi-  back  to  my  hotel  in  Aries  I  thought  of 
monial  to  his  unerring  taste.  If  the  the  statue  that  stands  in  front  of  it, 
sons  of  Caius  erected  the  monument  or  that  of  Frederic  Mistral.  I  was  sud- 
if  they  simply  used  it  as  the  finest  denly  reminded  that  the  great  Proven- 
memorial  they  could  obtain  for  their  cal  poet  lived  only  a  few  miles  from  St. 
parents,  it  speaks  volumes  for  provin-  Rcmy,  and  the  thought  of  his  services 
cial  culture.  At  all  events,  the  ravages  to  his  beloved  Provence  served  to  bring 
of  time  and  the  vandalism  of  barbarians  me  pleasantly  back  from  Marius  and 
have  dealt  kindly  with  it  and  at  least  Csesar  to  the  Midi  of  today, 
one  lone  tourist  feels  that  the  two  hours 
or  more  spent  on  this  little  "plateau"  in 


A  COMMENCEMENT  HYMN  IN  WAR-TIME 

Columbia,  Mother,  thy  sons  stand  before  thee. 

Waiting  thy  sacrament  ere  we  depart. 
Thou  who  hast  fed  us  the  bread  of  our  fathers 

Spread  our  last  table  with  gift  of  thy  heart. 
Lo,  as  we  gather  in  solemn  communion, 

The  living  last  word  in  her  bosom  hath  lain ! 
"What  light  is  in  truth  and  what  sight  is  in  knowledge? 

Except  as  ye  serve,  these  are  empty  and  vain!" 

Forged  is  the  armor,  the  vigil  is  over, 

Through  thine  East  window  the  dawn  trumpets  clear. 
See  at  the  portal  she  militant  standeth, 

Columbia,  Mother,  benign  and  austere. 
'Torth  from  the  cloister  now  spur  on  your  mission. 

By  whom  the  Truth  triumphs  by  her  is  he  freed; 
Happiest  ye  of  all  sons  of  my  rearing, 

O  ye  who  are  summoned  at  sorest  of  need !" 

One  is  thy  name  with  the  name  of  the  nation. 

One  is  our  heart  for  our  country  and  thee. 
The  task  is  it  dull,  or  the  deed  is  it  daring? 

In  trench  or  in  furrow  thine  altar-place  be! 
The  sword  and  the  shield  thou  hast  forged  for  her  service. 

Proudly  we  grasp  them  and  bend  our  heads  low; 
Give  us  thy  blessing,  gray  intrepid  Mother, 

And  forth  with  thy  light  on  our  faces  we  go! 

ALGERNON  TASSIN 
Columbia  University 
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CURRENT  NOTES  AND  NEWS 

The  New  Red  Cross  Building  in  Washington 

(Extract  from  sfjtfck  of  Htm.  Wm.  H.  Tafl,  Ckairman,  Central  Commiltee  of 
American  Red  Cross,  dttivered  at  dedication  of  Red  Cross  Building,  May  $■) 

"TYJE  are  met  to  dedicate  a  memorial  to  the  noble  women  of  the  Civil  War 
W  whose  efforts  and  sacrifice  relieved  the  suffering  and  pain  of  that  fraternal 
strife.  Capt.  James  S.  Scrymser,  a  Federal  soldier  of  the  Civil  War,  in  grateful 
recollection  of  the  ministrations  of  a  brother  soldier's  wife,  who  gave  up  her  life 
in  the  work,  suggested  a  memorial  to  the  women  of  the  North  to  take  the  form 
of  a  building  to  be  devoted  to  the  purposes  of  the  American  Red  Cross.  He 
accompanied  his  proposal  with  an  offer  of  one  hundred  thousand  dollars  to  the 
Fund.  Miss  Mabel  T.  Boardman,  the  then  executive  head  of  the  Red  Cross, 
brought  the  matter  to  the  attention  of  Congress  in  1912  and  again  in  1913,  and 
largely  to  her  devotion  and  clear-headed  advocacy  today's  consumation  is  due. 

"Most  justly  and  in  proper  recognition  of  the  wonderful  welding  of  the  sec- 
tions. Congress  enlarged  the  scope  of  the  memorial  as  first  proposed,  to  include 
the  women  of  the  North  and  the  South,  and  gave  $400,000  to  the  purpose,  on 
condition  that  $300,000  be  contributed  by  private  subscription.  Four  hundred 
thousand  dollars  were  given  for  this  purpose  by  Captain  Scrymser,  Mrs.  Russell 
Sage,  Mrs.  E.  H.  Harriman  and  the  Rockefeller  Foundation." 

{Extract  of  address  of  Rev.  H.  Percy  Silver,  Chaplain,  West 
Point  Academy,  delivered  at  dedication  of  Red  Cross  Building.) 

A  NORTHERN  woman,  Arabella  Barlow,  wife  of  Maj  .-Gen,  Francis  C.  Barlow, 
distinguished  herself  by  rare  and  devoted  services  on  the  battlefields  of 
Antietam,  Gettysburg  and  the  Wilderness.  Captain  Scrymser,  whom  I  have  the 
honor  to  represent  here  today,  states  that  it  was  the  heroic  service  of  this  gentle, 
cultured,  courageous  woman  who  laid  down  her  life  as  an  offering  to  this  country 
which  first  inspired  him  with  the  thought  that  there  should  be  erected  at  the 
national  capital,  as  an  expression  of  the  country's  grateful  appreciation,  a  building 
worthy  to  stand  as  a  memorial  to  the  heroic  women  of  the  Civil  War." 

A  Mistake  in  Bron^ 

THE  Art  World  for  June,  under  the  title  "A  Mistake  in  Bronze,"  has  done  a 
great  service  for  sculptural  art  in  this  country.  The  article  quotes  a  number 
of  opinions  in  regard  to  the  bronze  statue  of  Lincoln  by  George  Gray  Barnard, 
and  gives  many  illustrations  from  photographs  of  Lincoln,  as  well  as  illustrations 
of  the  Saint-Gaudens  and  the  Weinman  statues  of  the  great  president.  There  is 
nothing  good  at  all  about  the  Barnard  statue;  it  does  great  injustice  to  President 
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Lincoln,  being  little  less  than  an  exaggerated  caricature  of  him.    Perhaps  its 
undue  height  may  invite  a  stroke  from  the  bolt  of  Zeus! 

R.  V.  D.  M. 

a4eneas  of  Troy  in  Baltimore 

THE  Latin  Club  of  the  Western  High  School  (for  girls),  Baltimore,  pre- 
sented, on  March  31st,  "^neas  of  Troy,"  a  play  based  on  the  first  six  books 
of  the  vCneid,  The  words  were,  indeed,  with  a  few  very  slight  changes,  those 
of  the  ^neid  itself.  The  arrangement  was  the  work  of  members  of  the  "Latin 
Club,"  that  is,  of  pupils  of  the  school,  who  deserve  commendation  for  dis- 
criminating taste  in  the  selection  of  dramatic  episodes,  for  skill  in  preserving 
unity  in  the  story,  for  correctness  of  costume,  for  simplicity  and  befitting 
dignity  in  the  stage  setting.  The  young  ladies  spoke  their  lines  with  distinct- 
ness and  expression,  which  made  it  possible  for  one  fairly  familiar  with  Latin 
to  follow  the  words.  For  those  of  the  audience,  however,  who  had  not  an 
adequate  acquaintance  with  the  Latin  tongue,  two  members  had  prepared 
an  admirable  "interpretation,"  which  was  read  in  appropriate  parts  before 
each  scene. 

A  very  pleasing  dramatic  touch  was  added  by  making  the  shade  of  Creiisa, 
in  the  first  scene,  utter,  as  she  vanished  from  the  sight  of  ^neas,  the  prophetic 
word  "Italia,"  which  in  subsequent  scenes  was  repeated  by  ^neas  as  a  sort  of 
refrain,  leading  up  to  the  final  assurance  that  "Italia"  was  in  fact  the  goal 
of  the  Trojans'  wanderings. 

The  following  scenario  indicates  the  arrangement:  Act  I. — ^Troy.  Eneas' 
Search  for  Creiisa.  Act  IL— Delos.  The  Oracle.  Act  IH. — Crete.  The  Penates. 
Act  IV. — Carthage  (except  Scene  4).  Scene  i.  Dido  receives  the  Trojans. 
Scene  2.  Venus  and  Cupid  Plot  Together.  Scene  3.  Dido's  Palace.  The  Banquet. 
Scene  4.  A  Temple  in  Africa:  The  Prayer  of  larbus.  Scene  5.  Streets  of  Carthage. 
Mercury's  Warning.  Scene  6.  The  Palace  Courtyard:  The  Incantation.  Scene  7. 
Mercury's  Second  Warning.  Scene  8.  The  Funeral  Pyre.  Act  V. — Scene  i.  On 
the  Banks  of  the  Styx.  Scene  2.  In  the  World  of  Shades:  ^neas  meets  Dido. 
Scene  3.  In  the  World  of  Shades:  i^neas  meets  his  Father.  Vision  of  the  future 
of  Rome. 

The  "^neas"  was  followed  by  a  "Vestal  Virgin  Drill,"  in  which  a  group 
of  Vestals  performed  a  number  of  their  religious  rites  under  command  of  the 
Sibyl.  This  was  a  very  creditable  performance,  worthy  of  more  extended 
comment  than  can  be  given  here. 

Such  exhibitions  as  these  present  gratifying  evidence  of  a  vital  interest  in 
classical  studies  that  ought  to  appeal  to  friends  of  learning  in  all  our  schools. 

WILLIAM   TAPPAN 
Jefferson  School  for  Boys 
Baltimore,  lid. 
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Children  of  Fancy.  By  I.  B.  Stoughton 
Holbom.  New  York:  G.  Arnold  Shaw,  1735 
Grand  Central  Terminal,  1915.  Pp.256.  $2.00, 

The  Child  of  the  Moat.  By  I.  B.  Stoughton 
Holbom.  New  York:  G.  Arnold  Shaw,  1735 
Grand  Central  Terminal,  1916.  Pp.408.  $1.25. 

The  little  volume  of  poems  called 
"Children  of  Fancy"  is  by  the  same 
author  as  "The  Need  for  Art  in  Life" 
(see  Art  and  Archaeology  for  March, 
I917).  As  in  that  little  book,  so  here, 
Mr.  Holborn  shows  himself  an  artist 
whose  vision  is  clear,  definite,  and  in- 
spiring, in  spirit  reminding  us  of  the 
"singer  of  sweet  Colonus"  who  "saw 
life  steadily  and  saw  it  whole."  Mr. 
Holborn  is  a  Scotchman  and  laird  of 
Foula,  whose  home  is  in  Edinburgh. 
His  poems  are  full  of  Celtic  imagina- 
tion, often  tinged  with  melancholy,  but 
so  tempered  by  his  devotion  to  Greek 
ideals  are  these  qualities  that  one  is  ever 
conscious  of  the  poise  and  serenity  of 
his  spirit. 

Mr.  Holborn's  love  of  Edinburgh, 
with 

"The  mighty  cliff  that  broods  above  the  town 
And  deems  but  one  akropolia  its  peer," 

rings  out  with  no  uncertain  note  in  the 
series  of  poems  entitled  "From  the  Four 
Airts,"  while  "The  Isle  of  Foula"  shows 
his  ardent  passion  for  the  sea. 

To  the  lover  of  things  Greek  many  of 
his  poems  will  appeal  strongly.  Among 
these  may  be  mentioned  especially  the 
long  poem  "Philistos  and  Neaira"  and 
the  shorter  poems  "Butades,"  "Menal- 
Ikis,"  and  "The  Maussolleion -Chario- 
teer" (see  page  95,  and  illustration),  a 
poem  which  shows  his  deep  appreciation 
and  understanding  of  the  spirit  of 
Scopas'  art,  with  all  its  yearning  for  the 
infinite. 
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Among  the  more  intimate  poems  of 
sentiment,  evidently  written  purely  as 
a  means  of  self-expression  for  love  of 
the  doing,  should  be  mentioned  "The 
Dawn,"  "Lusitanise  Naufragium,"  and 
best  of  all,  "Love's  Sacrament,"  which 
bespeaks  the  delicate  touch  of  the  true 
artist. 

Other  poems  of  general  interest  are 
"The  Dancing-Class,"  with  its  rhyth- 
mic charm  of  description,  "Children  of 
Fancy,"  which  gives  the  book  its  name, 
and  "The  Sea-Queen,"  which  seems  to 
me  to  foreshadow  the  creative  power 
recently  revealed  in  his  story  for  girls, 
"The  Child  of  the  Moat,"  which  is  of 
such  absorbing  interest  and  literary 
merit  that  it  will  doubtless  take  its 
place  among  the  classics. 

Mr.  Holborn's  message  to  this  age  is 
a  vital  message,  presented  in  various 
forms,  but  always  with  a  clear  trumpet- 
call  to  higher  things.  In  his  poetry,  as 
in  his  prose,  one  feels  the  searching 
power  of  his  thought,  the  /"jSi*  .iyii*  of 
his  spirit,  and  the  completneess  of  his 
artistic  vision. 

"Is  it  not  even  so? 
Though  all  be  spent, 

Andskilland  though t  and  hoarded  treasure  go, 
Yet  are  we  still  content 
If,  once  alone 

In  a  life's  journey,  we  have  raised  man's  lot 
And  given  truth  or  justice  or,  more  yet, 
A  beauty  that  he  never  can  forget, 
Though  we  be  quite  forgot 
And  utterly  unknown. 

For  this  we  came,  (or  this  we  gave  our  breath, 
And  wait  the  issue  in  the  House  of  Death." 
— From  the  "Butades." 

M.  LOUISE  NICHOLS 

FarmingUm,  Conn. 
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Greek  and  Roman  Mythology.  By  Jessie  M. 
Tatlock.  New  York:  The  Century  Co.,  1917. 
Pp.  xxviii+372.   $1.50. 

This  is  a  good  elementary  book  on 
mythology  written  in  a  simple  and 
pleasing  style  for  the  boy  or  girl  who 
has  outgrown  children's  books  and  for 
the  layman.  The  stories  are  told  with 
especial  reference  to  art  and  literature, 
both  ancient  and  modern,  to  an  under- 
standing of  which  a  knowledge  of 
classical  mythology  is  essential.  Only 
the  most  prominent  deities  and  heroes 
are  considered.  First  come  the  tales 
about  the  Olympian  Gods,  then  the 
Lesser  Deities  of  Olympus,  The  Gods  of 
the  Sea,  The  Gods  of  the  Earth,  The 
World  of  the  Dead.  In  Part  II,  the 
heroes  are  treated,  mostly  in  a  geo- 
graphical arrangement.  Stories  of  Ar- 
gos,  Heracles,  Stories  of  Crete,  Sparta, 
Corinth,  ^tolia,  Attica,  Thebes,  The 
Argonautic  Expedition,  The  Trojan 
War,  The  Wanderings  of  Odysseus,  The 
Tragedy  of  Agamemnon,  The  Legen- 
dary Origin  of  Rome.  Appendices  give 
the  pronunciation  of  proper  names  and 
a  list  of  poems  and  dramas  based  on  the 
myths.  There  are  ninety-nine  good 
illustrations,  but  no  credit  is  given  to 
their  place  of  publication.  The  loca- 
tion of  the  objects  is  given  in  a  list  on 
pages  xiii-xvii.  Figure  30,  the  Aphrodite 
of  Cnidos,  is  not  in  the  Museo  delle 
Terme  in  Rome  but  in  the  Vatican,  and 
the  tin  drapery  is  modern,  nor  is  Figure 
40  from  a  vase  in  the  Glyptothek  Ny- 
Carlsberg,  but  is  from  the  famous 
marble  reliefs  in  Munich  representing 
the  marriage  of  Poseidon  and  Amphi- 
trite.  The  text  is  judicious  and  gives 
a  good  appreciation  of  the  character 
and  ideals  of  the  Greeks  and  Romans, 
though  the  treatment  of  Roman  my- 
thology is  very  meagre.  The  volume 
will  be  valuable  in  the  home  as  well  as 
in  the  high-school.    The  modern  refer- 


ences make  Greek  mythology  seem  mod- 
ern. "The  winged  Mercury,  the  god  of 
travelers,  waves  his  magic  wand  above 
the  main  entrance  to  the  Grand  Central 
Station  in  New  York."  "The  adven- 
tures of  Ulysses  and  of  many  other 
Greek  heroes  are  painted  on  the  walls 
of  our  Congressional  Library."  "We 
eat  at  breakfast  cereals,  the  gift  of  the 
corn-goddess  Ceres."  The  errors  are 
few,  but  Anchelous  (p.  225)  should  be 
Acheloiis,  Erecthonius  Erichthonius, 
Erectheus  Erechtheus,  Erectheum 
Erechtheum  (pp.  244,  245,  passim), 
Athamus  Athamas  (p.  267),  etc. 

D.  M.  R. 

Venetian  Painting  in  America.  By  Bernard 
Berenson.  New  York:  Frederic  Fairchild 
Sherman,  1916.    Pp.  ix  -|-  282.   $4.00. 

Mr.  Berenson's  latest  publication  is 
the  result  of  a  profound  study  not 
merely  of  the  Venetian  paintings  in 
America,  but  of  the  art  of  the  whole 
school.  In  this  volume  the  author  con- 
fines his  attention  to  the  painters  of  the 
fifteenth  century.  The  text  is  fortified 
by  no  excellent  illustrations  of  the 
works  in  this  country  and,  for  purposes 
of  comparison,  a  few  of  the  pieces 
abroad.  At  the  end  of  the  volume  there 
is  a  general  index,  which  might  profit- 
ably have  been  fuller,  and  an  index  of 
places  which  will  be  invaluable  to  the 
student  of  Venetian  art. 

The  value  of  the  book  is  twofold.  In 
the  first  place,  it  brings  order  into  the 
formerly  chaotic  study  of  the  Venetian 
painting  in  America,  and  emphasizes 
the  richness  of  the  material  here.  Many 
of  our  most  important  works  are  of  such 
recent  acquisition  that  not  only  most 
European  scholars  but  many  Americans 
would  place  them  abroad.  For  a  single 
example,  the  unusually  important  and 
beautiful  Giovanni  Bellini  in  the  collec- 
tion of  Mr.   Phillip  Lehman  in  New 

I124I 


.y  Google 


ART  AND  ARCHAEOLOGY 


York  is  placed  by  Venturi,  in  his  ex- 
haustive publication  of  191 5,  in  the 
Potenziani  collection  in  Rieti.  If  Mr. 
Berenson's  book  were  merely  a  careful 
study  of  the  works  in  America,  however, 
it  would  lose  more  than  half  its  value. 
The  scholar  will  see  in  it  a  brilliant  study 
of  the  whole  development  of  quattro- 
cento art  in  Venice.  The  commanding 
position  of  Bellini,  long  known,  is  ana- 
lyzed and  explained.  The  connection 
between  the  Venetian  school  and  that 
of  Northern  Italy  and  of  Sicily  is 
studied.  Above  all,  the  author  insists 
on  a  sane  and  painstaking  study  of  the 
chronology  of  each  artist.  No  branch 
of  the  study  of  Italian  art  has  received 
such  slipshod  treatment  as  chronology, 
and  though  scholars  may  dispute  minor 
points  all  will  welcome  the  writer's  em- 
phasis on  the  importance  of  an  accurate 
chronology. 

The  question  of  attributions  will 
doubtless  cause  much  discussion  among 
experts,  but  we  may  avoid  it  here. 
Accepted  attribution  is  largely  a  matter 
of  authority,  and  Mr.  Berenson  repre- 
sents supreme  authority  in  his  field. 
On  the  other  hand,  no  authority  is  in- 
fallible, as  the  writer  freely  admits.  If 
one  dismisses  the  question  of  attribu- 
tions, however,  one  may  quarrel  with 
some  of  the  author's  estimates  of  paint- 
ings. He  speaks,  for  example,  of  the 
Fenway  Court  Mantegna  and  that  of 
the  Altman  collection  in  the  Metropoli- 
tan Museum  as  paintings  which  will 
give  no  false  idea  of  the  artist.  Now  if 
we  accept  authority,  and  attribute  these 
works  to  the  master,  we  must  admit 
that  the  former  has  lost  most  of  its 
value  through  restoration  and  that  the 
latter  is  a  hot-toned,  shaky  product  of 
Mantegna's  failing  years.  These  are 
but  two  of  the  several  pieces  which  the 
author  regards  with  an  affectionate 
tolerance  rather  hard  to  explain.    The 


fact  is  unfortunate,  since  so  many 
Americans  know  the  productions  of 
the  artists  only  by  the  works  in  this 
country,  and  it  is  undeniable  that  a 
novice  estimating  Mantegna  by  the 
Altman  Holy  Family  would  acquire  a 
distorted  idea  of  the  master's  art. 

The  author's  style  is  unusually  inti- 
mate. He  takes  the  reader  into  his 
confidence  and  at  times  becomes  almost 
chatty.  Not  infrequently  he  assails  his 
own  published  opinions  in  the  past, 
accusing  himself  as  well  as  others  of 
scholarly  folly.  Though  Mr.  Berenson 
would  not  welcome  thecomparison,  some 
of  his  footnotes  remind  one  of  passages 
in  the  maturer  publications  of  Ruskin. 

In  conclusion  it  may  be  worth  while 
to  speak  of  a  minor  point.  The  author 
suggests  that  the  inscription  in  Hebrew, 
on  the  base  of  the  rock  on  which  Saint 
Onofrio  rests  in  the  Metropolitan  Pieta, 
is  a  signature  of  the  artist  Carpaccio, 
and  recommends  that  the  inscription 
be  submitted  to  the  attention  of  a  care- 
ful student  of  Hebrew  epigraphy.  Such 
a  signature  would  be  highly  unusual,  if 
not  unique,  and  Professor  G.  F.  Moore 
of  Harvard  assures  me  that  it  is  quite 
impossible  to  make  out  in  the  almost 
wholly  decorative  letters  of  the  New 
York  inscription,  the  words  victor 
SCARAPAT,  as  Mr.  Berenson  suggests. 

G.  H.  E. 

The  Architecture  of  Colonial  America.  By 
Harold  Donaldson  Eberlein.  Boston:  Little, 
Brown,  and  Company,  1915.  Pp.  xvi  -|-  289, 
$7-50. 

In  "The  Architecture  of  Colonial 
America"  the  author  has  produced  a 
readable  popular  work,  not  devoid  of 
interest  even  to  the  specialist.  It  is 
even,  in  spite  of  a  number  of  errors  in 
detail,  probably  as  good  a  book  on  the 
subject  as  can  be  written  at  present 
without  minute  special  researches. 
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The  pioneer  essay  on  the  history  of 
colonial  architecture,  written  by  the 
late  MontgomerySchuyler  in  1895,  made 
the  mistake,  then  easily  pardonable,  of 
supposing  the  style  relatively  uniform 
and  static,  as  an  imitation  of  contem- 
porary English  Renaissance  architec- 
ture. Mr.  Eberlein,  profiting  by  the 
wider  knowledge  of  today,  recognizes 
both  the  great  variety  of  origins  and 
character  in  the  style,  and  the  signifi- 
cant historical  development.  He  dis- 
tinguishes the  Dutch  colonial  types,  the 
New  England,  the  Middle  Colonies,  and 
the  Southern  types,  dilTering  markedly 
from  each  other,  and  assigns  these  dif- 
ferences partly  to  differences  in  envi- 
ronment here,  but  largely  to  differences 
of  architectural  tradition  in  the  many 
racial  stocks  which  composed  our  colo- 
nial population.  Little  attempt  is  made, 
to  be  sure,  to  establish  this  conviction 
by  adducing  examples  of  the  Dutch, 
German,  and  English  provincial  types 
which  are  supposed  to  have  been  influ- 
ential. This,  work,  so  essential  to  a 
future  understanding  of  the  genesis  of 
our  architecture,  is  left  to  more  pains- 
taking scholars,  and  could,  indeed, 
scarcely  be  anticipated  in  a  popular 
summary.  The  periods  into  which  Mr. 
Eberlein  divides  the  chronologital  de- 
velopment correspond  roughly  to  the 
seventeenth  century,  the  eighteenth 
century  until  the  close  of  the  Revolu- 
tion, and  the  early  years  of  the  republic. 
In  this  our  architectural  historians  are 
now  substantially  agreed.  In  the  no- 
menclature to  be  adopted  for  these 
periods,  however,  there  is  still  great 
uncertainty.  One  must  especially  pro- 
test against  the  system  adopted  by  Mr. 
Eberlein,  who  limits  the  term  "colonial 
architecture"  to  the  first  alone,  calling 
the  works  of  the  second  period  "Geor- 
gian architecture,"  and  those  of  .the 
third    "post-colonial,"    or    "classic    re- 


vival." In  general  usage  "colonial  ar- 
chitecture" will  always  include  the 
works  of  the  whole  colonial  period  down 
to  the  Revolution  (in  contrast  to  those 
of  the  national  or  republican  period 
which  has  followed),  and  cannot  be 
limited  to  works  of  its  most  primitive 
beginnings.  The  very  important  differ- 
ences of  style  within  the  colonial  period, 
which  Mr.  Eberlein  tries  to  emphasize 
by  his  terminology,  would  be  better 
signalized  by  less  confusing  designa- 
tions, perhaps  best  even  by  the  terms 
"seventeenth  century  colonial"  and 
"eighteenth  century  colonial,"  which 
are  colorless  enough  to  include  all  the 
various  modifications  in  each  group. 

Except  for  the  confusing  terminol- 
ogy, Mr.  Eberlein  presents  a  tolerably 
clear  picture  of  the  growth  and  trans- 
formations of  our  architecture  to  the 
close  of  the  colonial  period  and  even 
down  to  1830.  The  general  lack  of 
adequate  published  researches  on  which 
such  a  work  could  be  based,  and  occa- 
sional failure  to  employ  those  not  lying 
read^'  to  hand  in  architectural  books, 
prevents  the  dates  and  sequences  of 
buildings  from  having  the  finality  for 
which  we  must  ultimately  hope.  Thus, 
although  bricks  with  the  date  of  1632 
are  built  into  the  walls  of  St.  Luke's, 
Smithfield,  Virginia,  it  is  doubtful  if 
the  walls  as  a  whole  date  from  that  time 
as  the  te.\t  implies.  Peter  Harrison  is 
stated  to  have  been  "some  time  an 
assistant  to  Sir  John  Vanbrugh," , al- 
though he  was  but  a  child  of  ten  when 
Vanbrugh  died.  The  numerous  photo- 
graphs used — many  of  them  by  Mary  H. 
Northend^ — are  admirable  in  quality  and 
selection.  Asasuggestionoftheinexhaus- 
tible  diversity  and  beauty  of  our  early 
buildings,  and  as  the  most  comprehen- 
sive and  convenient  guide  to  them  which 
has  yet  appeared,  Mr.  Eberlein's  book 
maybe  heartily  recommended.     F.K. 
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FAR  VIEW  HOUSE-A  PURE  TYPE  OF  PUEBLO  RUIN* 
J.  Walter  Fewkes 


THE  aborigines  of  North  America 
may  be  culturally  classified  by 
their  differences  in  language, 
myths,  and  ceremonials.  One  group, 
universally  recognized,  consisting  of 
people  speaking  several  distinct  lan- 
guages, is  distinguished  by  the  char- 
acter of  the  buildings  it  inhabits,  and 
is  called  the  Pueblo  group.  This  divi- 
sion includes  the  house  builders,  ancient 
and  modern,  of  Colorado,  Utah,  and 
New  Mexico,  but  not  all  sedentary 
peoples,  who  dwelt  in  pueblo  -  like 
houses.  As  is  true  of  other  cultural 
areas  that  have  been  inhabited  for 
any  considerable  time  by  stone  house 
builders,  we  find  among  pueblos  both 
pure  and  mixed  types  of  architecture; 
the  latter  modified  by  acculturation 
with  alien  tribes.  Our  subject  deals 
with  the  pure  type,  which  is  a  terraced, 
compact  building,  composed  of  rec- 
tangular and  circular  rooms,  without 
plazas,  streets,  or  courts. 


The  ruins  of  stone  buildings  found 
in  southern  Colorado  and  Utah,  or  in 
adjacent  regions  of  New  Mexico  and 
Arizona,  belonging  to  this  type  in- 
clude the  best  aboriginal  buildings  in 
North  America.  The  type  is  prehis- 
toric and  had  ceased  to  be  inhabited 
when  our  Southwest  was  discovered  by 
white  men.  This  type  originated  in 
southwestern  Colorado  and  spread 
from  the  region  of  its  origin,  south 
and  west,  and  in  the  course  of  its 
diffusion  in  these  directions  was  modi- 
fied by  contact  with  foreigners.  The 
features  of  the  pure  type  of  building 
were  lost,  its  masonry  degenerated,  and 
stones  difficult  to  fashion  into  shape 
were  replaced  by  natural  forms  or  more 
tractable  material,  and  a  mixed  type 
represented  by  modern  pueblos  was  the 
result.  The  pure  type  is  a  prehistoric 
stage  in  cultural  history;  the  modern  or 
mixed  type  a  later  stage  of  develop- 
ment. 


*  Published  by  permission  of  the  Secretary  of  the  Smithsonian  Ii 
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Model  of  Far  View  House,  from  Souihweat. 


In  continuation  of  the  work  of  the 
Department  of  the  Interior,  in  develop- 
ing the  archaeology  of  the  Mesa  Verde 
National  Park,  Colorado,  under  the 
direction  of  the  Bureau  of  American 
Ethnology,  the  author  uncovered,  last 
summer  (1916),  a  small  ruin  which 
illustrates  better  than  any  yet  exca- 
vated the  pure  or  prehistoric  form  of 
pueblo  architecture.  The  magnificent 
outlook  from  its  top  has  suggested 
Far  View  House  as  a  name  for  this 
ruin.  Although  Far  View  House  should 
not  be  called  a  large  ruin,  it  presents 
every  feature  characteristic  of  the  pure 
type.  It  has  the  additional  interest  of 
being  the  first  of  its  kind  ever  brought 
to  light  on  the  Mesa  Verde  Park.  On 
account  of  its  purely  aboriginal  charac- 
ters conclusions  drawn  from  it  may  well 
be  regarded  as  significant,  and  compari- 
sons of  it  with  other  ruins,  especially  the 
later  or  modified  type,  are  important. 

11351 


A  brief  description  of  the  type  natu- 
rally precedes  more  general  considera- 
tions and  comparisons.  In  form.  Far 
View  House  is  rectangular,  suggesting 
defence,  oriented  to  the  cardinal  points, 
its  outer  wall  being  destitute  of  open- 
ings for  doorways.  The  only  vulnerable 
point  is  the  low  wall  on  the  south  side, 
where  the  building  was  only  one  story 
high.  Here,  as  at  Cliff  Palace,  there 
was  a  recess  for  the  hidden  ladder,  but 
this  approach  was  protected  by  a  low 
wall  surrounding  an  open  court.  The 
outside  measurements  of  the  ruin  are 
113  feet  east  and  west,  by  100  feet 
north  and  south,  including  the  walls 
of  the  court.  The  building  originally 
rose  to  the  height  of  20  feet,  and  was 
composed  of  many  rooms  in  tiers  closely 
crowded  together.  Four  of  these  rooms 
were  circular  in  form.  There  are  no 
indications  of  streets  nor  enclosed 
courts  in  this  compactly  crowded  struc- 
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ture.  The  indications  are  the  building 
was  terraced,  at  least  three  stories 
high,  with  hatchways  and  ladders  for 
entrances.  Absence  of  windows,  especi- 
ally on  the  ground  floor,  shows  that  the 
former  inhabitants  practically  lived  out 
of  doors  or  on  the  terraced  roofs,  while 
the  enclosed  chambers  were  used  ior 
storage  of  food  or  for  sleeping.  Unlike 
the  adjacent  cliff  dwellings,  where  the 
overhanging  roof  of  a  cave  served  for 
protection,  in  Far  View  House  the  form 
of  the  building  itself  provided  defence; 
yet  so  close  is  the  construction  on  both 
sites  that  they  belong  to  the  same  pure 
type  and  were  contemporaneous. 

Compare  this  type  of  building  with 
a  modern  pueblo  belonging  to  the  mixed 
type.  In  the  latter  there  is  a  lack  of 
unity  of  plan  and  many  changes  due 
to  alien  influences  can  be  traced.  One 
can  readily  suggest  several  sources  of 
these  modifications. 

The  change  of  the  pure  type  into 
the  mixed  had  begun  in  late  prehis- 
toric times  as  it  spread  in  all  directions, 
and  its  builders  were  brought  in  con- 
tact with  alien  Indian  stocks.  The 
farther  we  go  from  the  center  of  origin 
the  greater  the  modification.  Except 
in  case  of  very  doubtful  survivals  the 
pure  type  was  no  longer  inhabited  at 
the  advent  of  the  Europeans.  The 
coming  of  the  Spaniards  completed  the 
work  of  deterioration  begun  by  Teyas 
and  other  Indian  tribes. 

When  the  Spanish  entered  the  pueblo 
region  at  the  end  of  the  sixteenth 
century,  they  found  these  villages  al- 
most universally  in  the  river  valleys. 
A  few,  as  Acoma,  Awatobi,  and  Oraibi, 
of  the  Hopi  villages,  were  situated  on 
the  tops  of  the  high  mesas,  but  the 
majority  were  in  exposed  situations. 
The  influx  of  the  Europeans  drove 
many  of  the  inhabitants  of  the  valleys 
into  the  mountains  for  protection,  or 


forced  the  consolidation  of  small  settle- 
ments into  a  large  village  for  protec- 
tion. In  every  instance  this  change  of 
site  greatly  modified  the  form  and 
profoundly  affected  the  character  of  the 
hastily-built  pueblos.  Again  in  1680, 
when  the  Pueblos  rose  in  rebellion 
against  the  Spaniards,  they  fled  to 
inaccessible  mesas  and  accompanying 
this  change  there  was  a  rearrangement 
of  sites  and  a  corresponding  modifica- 
tion in  the  village  type.  The  fear  of 
punishment  for  the  massacre  of  the 
priests  kept  the  Indians  on  the  move 
and  led  them  again  and  again  to  seek 
the  protective  sites.  Another  influence 
in  modification  of  the  type  was  the 
introduction  of  Spanish  innovations 
tending  to  produce  a  uniformity  in 
construction  and  a  still  farther  de- 
parture from  the  pure  aboriginal  type. 
The  diffuse  arrangement  of  the  rooms 
or  their  alignment  in  rows  or  arrange- 
ment in  rectangles,  substitution  of 
conical  ovens  for  fireholes  in  the  floors, 
and  many  other  minor  modifications, 
were  almost  universal  and  tended  to 
reduce  all  the  pueblos  to  one  generalized 
type.  Perhaps  the  most  significant 
of  these  many  changes  leading  to  the 
passage  from  the  pure  or  prehistoric 
type  to  the  modified  mixed  type  or 
modern  pueblo  was  the  separation  of 
the  circular  room  from  the  rectilinear 
cluster  in  which  it  was  embedded. 

Far  View  House  represents  a  unit 
of  a  large  pueblo  in  process  of  con- 
solidation. It  was  one  of  a  cluster  of 
sixteen  similar  houses  forming,  when 
taken  together,  a  considerable  settle- 
ment. The  area  in  which  this  cluster 
is  situated  lies  between  two  deep 
canyons  and  measures  one-half  by  one- 
quarter  of  a  mile  in  extent,  its  surface 
sloping  to  the  south.  The  land  sur- 
rounding the  pueblos  were  the  farms 
of  their  prehistoric  inhabitants.   North 
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Spring  House,  Mesa  Verde  National  Park. 


Pholofaph  by  Ctoi 


of  the  cluster,  somewhat  elevated,  are 
the  remains  of  a  large  depression  or 
reservoir  from  which  extended  ditches 
now  filled  up,  through  which  the  in- 
habitants of  the  clustered  pueblos  may 
have  drawn  water  to  irrigate  their 
fields.  Were  all  members  of  this  cluster 
of  Mesa  Verde  pueblos  restored  to 
their  pristine  condition  we  should  ex- 
pect to  see  sixteen  communal  buildings, 
each  approaching  in  size  to  Far  View 
House,  surrounded  by  cultivated  fields, 
watered  by  ditches,  from  a  common 
reservoir.  Scattered  at  intervals  in 
these  fields  or  among  the  houses,  there 
were  smaller  buildings,  each  with  a 
single  room,  the  walls  of  which  were 
not  built  of  stone,  but  of  logs,  with 


interlaced  osiers  or  brush  on  which 
clay  or  adobe  was  plastered.  The 
traces  of  these  fragile  constructions 
now  remain  as  low  mounds  over  which 
are  scattered  fragments  of  pottery, 
elevations  rising  a  few  feet  above  the 
surface,  or  shallow  depressions  in  the 
surface  of  the  earth.  Excavations 
thus  far  accomplished  have  uncovered 
one  of  these  pueblos.  Far  View  House, 
but  in  the  course  of  time,  as  work 
progresses,  other  buildings  of  similar 
or  different  forms  will  be  revealed, 
and  when  all  are  opened  then  we  can 
have  an  adequate  idea  of  the  magni- 
tude and  general  arrangement  of  house 
masses  in  this  prehistoric  settlement. 
There  are  several  groups  of  similar 
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pueblos  situated  on  the  Mesa  Verde 
in  full  sight  of  the  Mummy  Lake  group. 
1  am  tempted  to  call  each  of  these  a 
community;  if  the  different  members  of 
each  cluster  used  the  same  reservoir,  all 
were  sociologically  united  with  com- 
mon interests.  The  size  of  a  reservoir 
and  the  use  of  the  water  drawn  from  it 
certainly  imply  kinship  and  co-opera- 
tion of  many  families  for  its  excava- 
tion. 

The  relative  age  of  Far  View  House 
as  compared  with  the  neighboring  cliff 
dwellings,  and  the  query:  Where  did 
these  people  go  when  they  abandoned 
their  buildings?  are  among  the  first 
to  occur  to  the  student  of  this  ruin. 
The  condition  of  the  walls,  although 
greatly  dilapidated,  leads  to  the  belief 
that  the  building  was  not  very  ancient, 
certainly  not  as  old  as  the  beginning  of 
the  Christian  era.  Some  of  the  walls 
show  many  evidences  of  having  been 
repaired  while  the  building  was  in- 
habited, and  on  the  wall  of  one  room, 
forty  distinct  layers  of  soot  were  found 
alternating  with  white  plastering.  It 
is  customary  for  Hopi  maidens  to  re- 
plaster  annually  all  the  rooms  of  their 
pueblo,  and  we  can  conclude  from  the 
above  statement  that  some  of  the 
rooms  of  Far  View  House  were  replas- 
tered  forty  years  in  succession,  which 
gives  an  index  of  the  length  of  time 
this  room  was  inhabited,  but  not  of 
the  age  of  the  pueblo. 

The  great  amount  of  debris  filling 
the  rooms  to  their  tops  was  found  to 
be  stratified,  alternate  layers  of  sand 
arranged  in  sequence  with  ashes  denot- 
ing past  occupation.  There  were  also 
interspersed  layers  of  clay  with  stones, 
remnants  of  the  tops  of  fallen  walls, 
especially  abundant  at  or  near  the 
surface;  but  all  of  these  superposed 
layers  taken  together  would  hardly 
indicate  the  lapse  of  more  than  a  cen- 


tury. The  pottery  fragments  and 
stone  objects  scattered  through  the 
successive  strata  from  top  to  bottom 
showed  no  decided  cultural  differences, 
the  pottery  found  on  the  top  of  the 
mound  being  the  same  black  and  white 
or  red  ware  found  resting  on  the  floors 
of  the  same  room.  The  pottery  belongs 
to  a  prehistoric  type,  but  evidences 
adduced  from  stratified  layers  and 
objects  in  them  show  no  great  age 
between  the  date  of  construction  and 
abandonment  of  the  place.  We  are 
dealing  with  a  ruin  that  was  not  in- 
habited many  generations;  the  age  was 
not  sufficient  to  materially  change  the 
culture  of  the  inhabitants. 

In  one  of  the  rooms  the  workmen 
came  upon  a  human  skeleton  that 
might  have  been  the  remains  of  a  former 
inhabitant  buried  after  the  room  had 
been  deserted,  but  before  they  left 
the  pueblo;  but  more  likely  this  was 
a  secondary  burial  brought  from 
another  settlement.  The  height  of  the 
walls  of  the  room  in  which  it  was 
found  was  over  12  feet,  and  debris 
filled  the  chamber  to  the  height  of  8 
feet  before  the  burial  took  place,  the 
skeleton  being  found  only  4  feet  below 
the  surface.  The  dead  of  Far  View 
House  were,  as  a  rule,  buried  in  a  small 
cemetery,  now  indicated  by  a  low 
mound,  a  Httle  less  than  a  hundred 
feet  from  the  southeast  corner. 

It  is  instructive  to  consider  whether 
Far  View  was  contemporary  in  occupa- 
tion with  the  neighboring  cliff  dwell- 
ings, or  belonged  to  an  earlier  or  later 
date.  As  above  stated,  it  is  possible 
that  people  of  a  like  culture  inhabited 
the  pure  type  of  pueblo  ruin  wherever 
found  and  this  conclusion  is  supported 
by  the  character  and  symbols  of  pottery 
and  other  objects.  So  close  are  these 
likenesses  that  we  may  say  that  the 
epoch  of  occupation  of  the  two  was 
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Spruce  Tree  House,  Mesa  \'erde  National  Park. 


PMolotriiph  b)  J.  Wirsul 


identical.  It  must,  however,  have  been 
some  strong  influence  that  originally 
developed  the  congested  form  of  the 
pure  type  of  pueblo.  The  limited 
space  of  a  cave  floor  was  sufficient, 
and  a  desire  for  protection  may  have 
led  to  the  development  of  a  form  that 
survived  in  the  open. 

The  earliest  development  of  the 
distinctive  form  of  the  pure  type  of 
pueblo  is  not  definitely  known,  but 
the  following  theory  has  strong  prob- 
abilities. The  colonists  who  originally 
settled  the  pueblo  area,  in  prehistoric 
times,  must  have  come  from  a  region 
destitute  of  caves.  Their  abodes  may 
have  been  holes  in  the  ground  with  roof 
shelters  for  their  hearths,  or  single 
rounded  brush  houses.  Remains  of 
like  rooms  can  still  be  found  all  around 
the  pueblo  area;  consequently  these 
open-air  rooms  may  be  regarded  as  the 
oldest  form,  but  when,  however,  emi- 
grants  came    into    the   cave   country 


they  immediately  recognized  that  the 
caverns  would  furnish  a  natural  pro- 
tection, which  is  not  necessarily  syn- 
onymous with  defence,  and  were  not 
slow  to  adopt  them  as  sites  for  their 
dwellings  and  furnished  stones  for  their 
building  material.  They  constructed 
habitations  in  these  caves  and  as  the 
population  increased  in  size  the  floor  of 
the  cave  was  later  completely  covered; 
tiers  of  rooms  were  added  until  the  in- 
crease in  population  forced  the  inhabi- 
tants to  move  into  the  open  for  more 
room.  Here  the  form  of  building  born 
in  a  cave  was  retained,  although  neces- 
sity for  the  compact  character  disap- 
peared. The  pure  type  may  also  have 
developed  by  accretion  of  rooms  around 
a  central  round  tower,  in  the  open,  out- 
side the  cave.  The  pure  type  may  have 
originated  in  two  converging  lines. 

The  pure  type,  as  shown  in  Far  View 
House,  is  morphologically  identical  not 
only  with  neighboring  cliff  houses,  but 
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also  with  pueblos  situated  in  the  val- 
leys and  on  mesa  tops  miles  distant 
from  Mesa  Verde,  where  clifif  dwellings 
do  not  exist.  The  pure  pueblo  type  is 
of  as  wide  geographical  diffusion  as  the 
central  zone,  recognized  by  Krause, 
but  how  far  this  type  extends  awaits 
investigation. 

The  purest  type  of  pueblo  buildings 
occurs  in  the  Mesa  Verde  and  down 
the  San  Juan  River  or  up  its  tributaries. 
There  is  good  evidence  that  it  is  limited 
to  prehistoric  times,  thus  confirming 
the  traditions  of  modern  pueblo  people, 
still  living,  that  their  ancestors  came 
from  the  direction  in  which  the  Mesa 
Verde  is  situated.  The  identity  of  the 
type  in  prehistoric  pueblos  and  cliff 
dwellings  also  confirms  another,  almost 
universal,  legend  that  the  ancestors  of 
modern  pueblos  once  lived  in  cliff 
dwellings.  The  pure  type  may  be 
regarded  as  an  intermediate  stage  in 
evolution  between  the  single-roomed 
structures  antedating  clifT  dwellings  and 
a  later  degenerate  or  mixed  type  char- 
acteristic of  the  modern  pueblos. 

An  important  addition  to  knowledge 
made  as  a  result  of  the  field  work  of 


the  Smithsonian  Institution,  at  the 
Mesa  Verde  National  Park,  the  past 
summer,  is  the  discovery  of  a  new  type 
of  ruin  unlike  those  already  recorded 
from  this  region.  Many  years  ago  the 
magnificent  volume  by  Baron  G.  Nor- 
denskiold  made  known  the  most  im- 
portant features  of  the  largest  cliff 
buildings  in  our  Southwest;  but  he 
knew  little  of  the  number,  magnitude, 
and  importance  of  open  sky  buildings 
scattered  in  clusters  over  the  Mesa 
Verde.  As  archaeological  work  pro- 
gresses hitherto  unknown  pueblos  are 
being  rapidly  brought  to  light  and 
the  present  indications  are  that  there 
remain  on  this  tableland  several  other 
types  of  prehistoric  buildings  yet  to 
be  added,  the  most  important  discov- 
ered since  Nordenskiold's  work  being 
Sun  Temple  and  Far  View  House.  No 
one  can  predict  the  future  of  archaeo- 
logical research  in  this  region,  but  the 
present  indications  are  that  the  types 
to  be  revealed  by  the  spade  of  the 
archaeologist  promise  to  be  equally  im- 
portant and  such  as  will  greatly  enlarge 
our  knowledge  of  the  pre-history  of 
the  Southwestern  States. 
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THE  CLIFF  DWELLERS 

THE  SEARCH 

We  are  seekers  come,  to  these  old,  old  lands, 

Of  the  cedared  hills  and  the  desert  sands, 

Where  the  Ancients  lived  and  their  cities  reared. 

Where  they  worked  and  played,  where  they  hoped  and  feared; 

Where  they  hewed  great  caverns  from  clifF  and  wall, 
The  Estufa  temple  and  echoing  hall. 
Here  were  tribal  homes  of  a  hundred  rooms, 
Here  their  dead  are  dust  in  a  thousand  tombs. 

Here  the  crumbling  walls  and  the  clifT-hewn  cave 
And  the  sand-filled  fortress  and  hidden  grave 
Hold  their  secrets  locked  from  the  common  eye, 
From  the  hands  indifferent  that  seek  to  pry; 

But  to  those  who  come  with  a  reverent  mind. 
With  a  wish  to  learn  from  the  things  they  find. 
There  will  open  vistas  of  knowledge  new 
Every  relic  a  treasure,  each  potsherd  a  clew. 

So  we  delve  and  dig,  like  a  man  for  gold 

When  each  spadeful  turned  may  bring  wealth  untold. 

So  we  dig  and  delve  mid  the  ancient  stone. 

Deep  through  drifted  sand  for  a  crumbling  bone; 

Or  the  archer's  fiint,  or  the  warrior's  maul. 

Or  a  colored  vessel,  or  painted  wall 

That  we  now  may  find,  on  some  tablet  graved. 

That  the  winds  have  buried  and  sands  have  saved, 

What  was  placed  of  old  by  some  Glyptic's  hand 
And  some  record  gives  of  this  ancient  land ; 
How  they  came,  how  built,  and  how  vanished  then 
From  a  place  on  earth  mid  the  sons  of  men. 

R.  H.  PEAKE 
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A  MARBLE  FRAGMENT  AT  MOUNT  HOLYOKE 
COLLEGE  FROM  THE  CRETAN  CITY  OF  APTERA 

Caroline  M.  Galt 


MOUNT  HOLYOKE  COLLEGE 
has  acquired  recently  a  sculp- 
tured marble  fragment  that  was 
brought  to  this  country  as  a  souvenir  de 
voyage  by  a  man  who  literally  stumbled 
upon  it  in  Crete.  The  marble  (Figs.  I 
and  2)  shows  in  moderately  high  relief 
a  head  supported  by  a  hand.  When 
details  of  its  provenance  were  sought, 
this  description  was  given;  "It  was 
found  at  Suda  Point  above  Suda  Bay 
at  a  place  the  natives  call  Palaeocastro. 
I  found  the  statue  in  a  lot  of  stones 
that  were  probably  a  building  at  one 
time;  anyone  coming  along  might  have 
found  it  if  he  had  stumbled  over  the 
same  stone  as  I  did.  Finding  that  one 
made  us  look  for  more.  We  found  a 
few  coins  and  another  piece  of  statuary. 
The  other  piece  was  partly  buried  and 
the  coins  were  under  heavy  rocks  in 
different  places.  The  old  town  was  on 
a  high  hill  and  was  gotten  to  by  climb- 
ing a  winding  road;  on  one  side  toward 
the  east  was  a  steep  cliflf.  Parts  of 
buildings  are  still  standing,  but  at  first 
glance  they  are  more  like  the  stone 
walls  one  sees  in  the  country.  We  did 
get  into  some  big  galleries  that  were 
underground  that  looked  like  store- 
rooms. There  were  three  galleries  that 
were  probably  twenty  feet  wide  and 
forty  feet  high,  all  connected  by  a 
passage  on  one  side  and  running  into 
one  wall  at  the  back.  We  could  see 
from  one  gallery  into  another,  for  they 
were  built  with  arches  with  a  stone 
partition  about  four  feet  high."  The 
general  aspect  of  the  site  on  which  the 
fragment  was  found  was  summed  up 
in  the  words,  "Just  think  of  a  stony 
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field  with  lots  more  stones  lying  in 
piles,  and  there  you  have  it." 

The  fragment  is  roughly  triangular 
in  shape  and  measures  7^  inches  across 
the  base  and  11  and  io}4  inches  along 
the  sides  with  a  maximum  thickness  of 
4  inches.  One  narrow  side  of  the  marble 
bears  the  fine  marks  of  a  claw  chisel 
and  seems  to  have  been  the  vertical 
side  of  the  original  slab.  The  uniform 
deep-brown  patina  indicates  that  the 
stone  was  broken  long  ago  and  that 
this  fragment  has  lain  to  the  weather- 
ing of  centuries.  A  subsequent  fracture 
on  the  wrist  is  indicated  by  a  lighter 
color,  while  a  recent  scratching  of  one 
corner  shows  that  the  stone  was  origi- 
nally a  gleaming  white  marble.  Its 
texture  and  the  depth  of  color  of  the 
patina  suggest  that  it  is  a  bit  from  the 
quarries  of  Mount  Pentelicus. 

If  it  is  correct  to  regard  the  finished 
side  as  the  vertical  side,  the  original 
inclination  of  the  head  supported  by 
the  left  hand  is  seen.  This  attitude 
gives  the  reflective,  even  melancholy 
aspect  not  infrequently  seen  on  Greek 
grave  reliefs.  On  most  of  the  stela 
preserved  violent  grief  of  mourning  is 
wholly  absent,  for  tender  melancholy, 
sad  reflection  were  the  Greek's  tribute 
to  memory  and  hope.  Slaves  were 
shown  giving  freer  expression  to  their 
sorrow  than  became  the  dignity  of 
citizens,  as  may  be  seen  in  the  two 
mourning  slave  girls  in  the  museum  in 
Berlin. 

How  the  figure  on  the  Mount  Holy- 
oke  College  fragment  was  completed 
must  be  left  to  conjecture.  The  hand 
raised  in  this  way  must  have  been  sup- 
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this  figure  on  some  other  stele  is  merely 
another  confirmation  of  the  fact  that 
even  humble  stele  makers  shared  Greek 
genius  to  the  extent  of  avoiding  tire- 
some repetition. 

In  regard  to  the  details  of  the  figure, 
the  hair  was  arranged  in  a  roll  rising 
from  the  forehead  and  perhaps  com- 
pressed by  a  fillet.  Over  it  was  worn 
a  kerchief  bound  in  simple  fashion 
around  the  head.  This  concealment  of 
the  hair  seems  to  have  been  character- 
istic of  the  coiffure  of  slave  girls  and 
this  head  is  very  like  the  heads  of  the 


Fig.  1. — Fragment  of  a  Gravestone  found  on  the  site 
of  Aptera,  Crete. 

ported  at  the  elbow,  and  the  fact  that 
the  right  shoulder  is  raised  while  the 
left  is  lowered  would  indicate  that  the 
weight  of  the  upper  part  of  the  body 
was  resting  on  the  elbow.  This  may 
have  been  supported  by  the  right  hand, 
the  arm  of  a  chair  or  of  a  couch.  A 
rather  unusual  thing  to  be  noted  is  that 
the  head  comes  so  near  the  edge  of  the 
slab.  No  extant  stele  published  shows 
a  composition  that  would  bring  an  in- 
clined head  so  near  the  outer  margin. 
Whether  in  accordance  with  a  conscious 
rule  or  not,  on  other  stelce  every  in- 
clined figure  is  leaning  toward  the  cen- 
ter of  the  scene  and  not  away  from  it, 
as  this  would  if  it  were  a  part  of  a  larger 
composition.    But  the  failure  to  find 


Fig.  2. — Another  view  of  the  head  shown  in  Fig.  I. 

[144I 


,  Google 


FiC.  3. — Gravestone  of  Kegeso  in  Athen 
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Fig.  4. — Gravestone  of  Ameinocleia.   National  Museum,  Athens.   From 

Bulle,  Der  Schone  Mtnsch. 
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Fig.  5.— Elemeter  of  Cnidus.    Brilish  Museum,  London 
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Fig.  6.' — Gravestone  found  in  ihe  llissus  River.     National  Museum.  Athena.    From  Bulle, 
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little  attendants  shown  on  the  stel<2  oi 
Hegeso,  Ameinocleia,  and  Damasistrate 
in  Athens  (the  first  two  illustrated  in 
Figs.  3  and  4.)  The  only  other  indication 
of  dress  seems  to  be  a  roughening  of  the 
marble  on  the  right  shoulder  that  may 
indicate  the  shoulder  folds  of  the  chiton 
that  would  properly  be  a  slave  girl's 
simple  dress.  The  face  measures  three 
and  a  half  inches  in  length.  It  is  deli- 
cately oval  with  slender  cheeks  tapering 
to  a  firm,  well-rounded  chin.  The  eyes 
are  broad  and  large,  deeply  inset  at  the 
inner  corners.  The  brow  is  full  in  front 
and  is  limited  by  a  well-defined  line 
that  curves  strongly  downward  over  the 
outer  corners  of  the  eyes.  The  care- 
fully modelled  eyelids  give  an  impres- 
sion of  underlids  rather  sunken  as 
though  from  sorrow.  This  suggests  the 
treatment  of  the  eyes  of  the  Demeter 
of  Cnidus  in  the  British  Museum  (Fig. 
5),  a  work  attributed  to  Scopaic  influ- 
ence, if  not  to  the  hand  of  Scopas.  A 
further  comparison  may  be  made  be- 
tween the  arching  eyebrows  of  this  head 
and  the  brows  of  the  two  adult  heads 
on  the  stele  found  in  the  llissus  River 
(Fig.  6),  also  thought  to  reflect  Scopaic 
influence. 

Unfortunately  the  nose  has  been  worn 
away;  it  seems  not  to  have  been  broken 
off.  The  damaged  and  stained  condi- 
tion of  the  marble  prevents  a  proper 
appreciation  of  the  mouth,  which  is 
narrow  with  full  lips  ending  in  dimples 
at  the  corners  in  the  Attic  style.  The 
lower  lip  is  accentuated  by  a  deep  de- 
pression below  it.  The  right  ear  is  well- 
proportioned  but  is  not  given  in  as  true 
perspective  as  is  the  graceful  hand  that 
hides  the  left  ear. 

From  the  modest  proportions  of  the 
face,  the  fine  modelling  of  the  eyes,  and 
also  from  the  fact  that  Pentelic  marble 
was  used,  it  seems  probable  that  the 
fragment  is  from  a  grave  stele  made  in 


Athens  in  the  fourth  century  when  the 
passionate  intensity  of  Scopas'  style 
was  impressing  itself  on  all  Greek  art. 

That  objects  from  Attic  workshops 
should  have  been  imported  to  Crete 
follows  from  the  eclat  of  Athenian  prod- 
ucts and  the  prosperity  of  Cretan  cities. 
The  identity  of  the  city  in  whose  ne- 
cropolis this  fragment  was  found  was 
determined  from  a  clue  given  by  one 
of  the  two  bronze  coins  found  on  the 
site.  The  coin  is  similar  to  the  middle 
coin  of  Figure  7  and  bears  on  the  reverse 
seven  of  the  nine  letters  of  the  inscrip- 
tion AnTAPAinN,  showing  that  it  was  a 
coin  of  the  Apterseans  or  people  of 
Aptera.  The  form  of  A  with  a  bent 
instead  of  a  straight  cross-bar  indicates 
that  the  coin  is  to  be  dated  not  before 
the  second  century  B.C.  when  this  form 
of  A  came  into  use  in  lapidary  and  coin 
inscriptions.  The  spelling  Apiaraion  for 
Apteraion  should  be  noticed  as  a 
Dorism. 

The  obverse  of  the  coin  shows  a  head 
of  a  goddess  wearing  a  slephane  or 
crown;  it  is  identified  as  the  head  of 
"Artemis  of  Aptera."  The  reverse  bears 
the  design  of  an  armed  warrior.  Earlier 
coins  show  this  warrior  standing  with  one 
hand  raised  before  a  tree,  and  have  the 
inscription  nTOAloiKOS  with  riTOAloiTOS 
as  a  variant.  Mr.  Warrick  Wroth,  in  his 
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Catalogue  of  the  Cretan  Coins  of  the 
British  Museum,  says  that  this  word, 
"which  seems  to  relate  to  the  personage 
near  whose  figure  it  is  written,  is  not 
known  to  occur  elsewhere,  either  as  a 
personal  name  or  as  a  descriptive  epi- 
thet." The  suggestions  have  been  mside 
that  it  may  be  equivalent  to  woXunXa, 
guardian,  or  waXtw^  oiturnji,  founder  of  the 
city.  It  seems  fitting  in  this  connection 
to  quote  Pausanias's  statement  that  the 
second  temple  of  Apollo  at  Delphi  was 
built  by  "a  man  named  Pteras"  and 
that  a  city  in  Crete  was  named  Aptera 
after  this  Pteras.  And  a  dim  Hinterland 
in  Greek  religion  opens  to  view  when 
one  brings  together  the  facts  that  Apollo 
worship  was  believed  by  the  Greeks  to 
have  been  brought  to  Delphi  from  Crete ; 
Pteras,  the  builder  of  the  second  temple 
of  Apollo  at  Delphi,  was  the  eponymous 
hero  of  Aptera,  and  Apollo's  sister, 
Artemis,  was  claimed  by  Aptera  as  the 
city's  patron  goddess  to  such  an  extent 
that  she  was  known  as  "Artemis  of 
Aptera." 

Both  the  coin-type  and  Pausanias's 
story  reflect  the  proneness  of  the  Greeks 
to  postulate  as  the  founder  of  each  city 
a  hero  from  whose  name  the  city  name 
could  be  derived.  A  more  picturesque 
reason  for  the  name  Aptera  is  given  by 
Stephanus  of  Byzantium,  who  says  that 
the  city  received  its  name  of  Aptera  or 
the  "wingless  city"  from  the  fact  that 
on  its  site  the  Muses  and  the  Sirens 
once  held  a  musical  contest.  The  Sirens 
were  defeated  and,  in  their  chagrin,  lost 
their  wings.  White  and  wingless  they 
leaped  from  the  cliff  into  the  bay  and 
became  the  Leucae  or  White  Islands 
that,  three  in  number,  dot  the  water  of 
Suda  Bay. 

Aptera  was  located  (Fig.  8)  on  one  of 
the  ridges  that  rise  abruptly  from  the 
south  shore  of  Suda  Bay;  which  is  well 
described  and  illustrated  in  Spratt's 


Travels  and  Researches  in  Crete,  pub- 
lished in  1865.  The  anchorage  afforded 
by  the  bay,  unequalled  elsewhere  on  the 
coast  of  Crete,  was  doubtless  a  large 
factor  in  the  commercial  prosperity  of 
Aptera  in  the  fourth,  third,  and  second 
centuries  B.C.  Robert  Pashley,  one  time 
fellow  of  Trinity  College,  Cambridge, 
was  the  first  modern  traveler  to  identify 
the  Palseocastro  on  the  height  above 
Suda  Bay  as  the  ruins  of  Aptera.  He 
traveled  in  Crete  in  1833  and  1834  and 
published  his  "Travels  in  Crete"  in 
1837.  Previous  travelers,  if  they  visited 
the  ruins  at  all  (many  did  not),  reported 
that  they  were  the  ruins  of  Minoa. 
Subsequent  travelers  and  French  and 
Italian  excavators  of  the  site  have  only 
confirmed  Pashley's  theory. 

It  will  be  recalled  from  the  descrip- 
tion of  the  site  of  Aptera  that  one  of 
the  most  distinctive  ruins  shows  a 
series  of  vaulted  passages  resembling 
storerooms.  Pashley  saw  and  sketched 
this  ruin  (see  Fig.  9),  and  described  [it 
as  a  "brick  building  of  numerous  arches, 
some  above  ground  and  some  below 
....  plainly  once  a  cistern,"  and  he 
continues:  "The  walls  are  covered  with 
a  very  hard  cement;  where  they  have 
lost  this  covering,  we  see  the  regular 
brickwork.  I  have  no  doubt,  from  the 
appearance  of  the  ground  outside  this 
cistern,  that  it  formed  one  of  several, 
which  must  have  been  necessary  to  in- 
sure a  supply  of  water  to  so  consider- 
able a  city,  through  the  long  drought 
of  a  Grecian  summer."  An  Italian  mis- 


FlG.  8. — Map  taken   from   Hawes'   Crelt,   the   Fore- 
runner of  Greece,  with  site  of  Aptera  added. 
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sion  explored  the  site  of  Aptera  in  1899 
arid  Figure  10  shows  the  plan  and  a  sec- 
tion of  the  cistern  from  the  drawings 
of  Professor  Halbherr  of  the  University 
of  Rome,  who  directed  the  excavations. 
His  report  of  the  cistern  is  as  follows: 
"The  whole  was  divided  into  three 
naves  by  two  rows  of  flat  piers  support- 
ing arches.  Each  of  the  naves  was 
covered  with  a  barrel  vault  of  stone, 
where  the  remains  are  of  excellent  con- 
struction." M.  Wescher,  from  the 
French  Archaeological  School  at  Athens, 
investigated  the  ruins  in  1862  and  at- 
tributed the  construction  of  the  cistern 
to  Roman  times,  but  Professor  Halb- 
herr and  his  colleague,  Signer  Pernier, 
believe  that  it  may  have  been  Hellenic, 
notwithstanding  its  arched  construc- 
tion. Figures  11  and  12,  both  after 
sketches  by  Pashley,  show  parts  of  the 
city  wall,  the  first  of  Hellenic  construc- 
tion, dated  in  the  fourth  century  by 
Professor  Halbherr;  the  second  a  beauti- 
ful bit  of  Cyclopean  masonry  worthy  of 
comparison  with  the  massive  stones  in 
the  walls  of  Tiryns.  When  Pashley 
sketched  it,  this  portion  was  nearly 
twelve  feet  high.  He  says,  "the  thick- 
ness is  about  six  feet,  and  the  height  of 
what  now  stands  generally  varies  from 
three  to  twelve  feet.  They  {the  walls) 
extend  along  the  northeast  side  of  the 
city,  for  about  one-half  of  a  mile."  The 
Italian  excavators  report  that  the  "poly- 
gonal masonry  (which  is  better  pre- 
served here  than  in  most  Cretan  cities) 
surrounded  the  city  terrace  to  the  east 
and  northeast  where  the  walls  descend 
towards  the  north  in  a  throat-like  pass 
in  which  is  visible  a  broad  street  climb- 
ing to  the  city,"  cf.  Figure  13.  This  re- 
cessed gateway  is  to  be  compared  with 
the  narrowed  approach  to  the  Lion 
Gateway  at  Mycenae.  It  seems  a  char- 
acteristic feature  of  Mycensean  gate- 
ways, and  Etruscan  city  builders  used 
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Fig.  9. — One  of  the  Cisterns  of  Aptera. 

the  same  device  in  their  city  walls.  In 
a  time  of  siege,  of  course,  defenders 
manning  the  city  walls  could  more 
easily  pick  off  the  enemies  who,  fewer 
in  numbers  or  in  crowded  formation, 
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Fig.  11.— Part  o(  the  Hellenic  Wall  of  Aptera,  dating 
from  the  fourth  century  B.C. 

succeeded  in  reaching  this  narrowed 
space  before  the  gate. 

Aptera  is  a  vanished  city  whose  his- 
tory must  be  pieced  together  from  her 
monuments,  coins,  and  inscriptions,  for, 
unlike  most  cities  of  Greece,  she  pro- 
duced no  poet,  no  dramatist,  no  phil- 
osopher, no  historian,  no  painter,  no 
sculptor  whose  lasting  fame  gives  re- 
nown to  his  native  city.  There  is  no 
reference  to  Aptera  in  Greek  contempo- 
rary' literature.  Pausanias  of  the  second 
century  A.D.  has  been  quoted  in  regard 
to  the  origin  of  the  name  Aptera.  The 
only  other  reference  to  Aptera  in  Pau- 
sanias is  to  the  effect  that  the  city  fur- 
nished a  company  of  archers  (merce- 
naries) to  the  Spartans  during  their 
siege  of  Messene. 

And  yet  Cyclopean  walls  of  such 
large  blocks  of  stone  testify  that  Aptera 
was  a  city  that  was  fortified  as  early  as 
1400  or  1200  B.C.  It  is  tempting  to 
think  that  some  of  these  prehistoric 
Apteraeans  may  have  been  among  the 
Cretans  Agamemnon  saw  arming 
around  the  warlike  Idomeneus;  for 
they  all  "were  skilled  in  warring, 
neither  did  disheartening  dread  keep 
back  a  man  of  them,  nor  did  any  one, 
yielding  to  coward  sloth,  avoid  the 
evil  contest."  Aptera's  inhabitants  of 
the  Myceneean  period  may  have  been 


Fig.  12. — -Remains  of  the  Cyclopean  Wal 
dating  from  1400-1200  B.C. 


supplanted  by  Dorians  in  the  Dark 
Ages  when  all  Greece  was  invaded  by 
these  less-civilized  northerners.  The 
persistent  Doric  form  of  the  city's 
name — Aptara  for  Aptera- — may  mean 
that  the  Doric  element  was  always 
predominant  in  its  later  population. 

The  stretches  of  Hellenic  wall  can  be 
dated  by  the  good  quality  of  the  work 
as  belonging  to  the  fourth  century.  The 
entire  circuit  of  the  city  wall  at  this 
time  was  about  three  miles.  Perhaps 
to  this  period  belongs  the  erection  of 
the  theater  that  Pashley  described  as 
having  lost  two-thirds  of  its  original 
size  "because  it  was  not  cut  out  of  the 
living  rock,   as   most  Greek   theaters 


Mfonomenh  dinhcV?!    3L  f>.  a-of 
Fic.  13.— Plan  of  the  City  Gate  of  Aptera. 


I152I 


,  Google 


ART  AND  ARCHAEOLOGY 


are,"  and  which  the  Italian  excavators 
found  in  1899  to  be  almost  a  shapeless 
ruined  mass. 

The  coins  of  Aptera  show  that  toward 
the  end  of  the  fifth  and  through  the 
fourth  century  Aptera  was  one  of  the 
thirty  Cretan  cities  that  had  autono- 
mous coinage.  Even  the  name  of  the 
artist  who  designed  some  of  her  early 
coins  is  known.  He  was  Pythodorus 
who  designed  coin-types  also  for  Ap- 
tera's  neighbor,  Polyrrhenium.  Alexan- 
drine coins  probably  were  current  in 
Aptera.  as  elsewhere  in  Crete  during 
the  third  century,  but  Aptera  minted 
her  own  coins  again  from  about  200 
till  67  B.C.,  of.  Figure  7  for  examples  of 
bronze  coins  of  this  period.  The  style 
of  these  late  coins  is  poor,  even  bar- 
barous, but  this  degeneration  of  coin- 
types  may  reflect  the  political  vicissi- 
tudes of  this  period  that  ended  in  the 
Roman  subjugation  of  the  island  by 
Ciecilius  Metellus  in  67  B.C.  The  coins 
then  tell  that  Aptera  maintained  her 
independence  as  long  as  any  of  the  city 
states  of  Crete,  and  only  lost  it  when 
the  whole  island  became  subject  to 
Rome.  An  interesting  echo  of  the  last 
century  of  Aptera's  independence  is 
given  by  the  second  bronze  coin  brought 
to  Mount  Holyoke  College  from  the 
site.  Unfortunately  it  is  too  corroded 
to  be  photographed  and  no  similar  coin 
has  ever  been  illustrated.  It  was  identi- 
fied by  the  harpa  or  sickle  of  Perseus  on 
its  reverse  side.  This  was  used  as  a 
canting  symbol  by  King  Perseus  of 
Macedon  on  his  bronze  coins.  King 
Perseus  was  the  son  and  successor  of 
Philip  V  of  Macedon  who  was  invited 
to  come  to  Crete  with  an  army  to 
settle  inter-urban  quarrels.  There  is 
small  likelihood  that  Perseus  ever 
visited  Crete,  for  during  most  of  his 
reign  (178  to  168  b.c.)  he  was  warring 
with  Rome.    He  was  finally  defeated 
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by  iEmilius  Paulus,  who  took  him  to 
Rome  to  walk  in  his  triumph.  Plu- 
tarch, in  telling  the  story  of  Perseus's 
humiliation,  speaks  of  Cretans  who  had 
been  in  his  suite  or  on  his  stafT  during 
his  resistance  to  Rome.  It  may,  how- 
ever, seem  incredible  that  a  tiny  bronze 
coin  of  Perseus's  minting  picked  up 
nearly  2,000  years  later  on  the  site  of 
Aptera  seems  to  confirm  Plutarch. 

An  historian  of  commercial  relations 
in  the  ancient  Greek  world  would  be 
the  one  to  gain  the  most  profit  from 
the  inscriptions  found  at  Aptera.  It 
cannot  be  without  significance  that  the 
majority  of  the  inscriptions  deal  with 
business  friends.  Pashley  and  Wescher 
found  many  inscribed  stones  that  they 
both  thought  had  once  been  in  the  walls 
of  a  public  building.  These  inscriptions 
record  decrees  passed  by  the  city  coun- 
cil conferring  the  title  of  proxenus  upon 
men  who  thereupon  became  so-to-speak 
honorary  citizens  of  Aptera  in  whatever 
city  or  country  they  might  live.  Mod- 
ern consular  service  involves  some  of 
the  international  relations  that  proxeny 
represented.  But  greater  honor  and 
more  emoluments  accrued  to  a  proxe- 
M«5  than  to  a  consul.  Among  the  bene- 
fits enumerated  in  this  series  of  decrees 
are  gifts  of  land  with  olive  groves  and 
vineyards,  the  erection  of  statues  in 
their  honor,  exemption  from  tolls  and 
taxes,  the  right  of  asylum,  and  protec- 
tion in  time  of  peace  and  war. 

The  geographical  extent  of  Aptera's 
commercial  relations  may  be  seen  from 
the  places  named  in  the  decrees.  Aptera 
conferred  the  title  of  proxeni  upon  citi- 
zens of  Hierapolis,  Priansion,  Knossos, 
and  Hierapytna  in  Crete;  Sparta  and 
Messene  in  the  Peloponnesus;  Ambra- 
cia,  Heraclea,  and  Apollonia  in  northern 
Greece;  Lampsacus,  Magnesia,  and  Ni- 
comedia  in  Asia  Minor;  that  is  to  say, 
during  the  third  and  second  centuries 
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before  Christ,  Aptera  was  in  close  busi- 
ness relation  with  the  most  remote 
coasts  of  the  Greek  world. 

The  rank  of  some  of  her  proxeni  is 
seen  in  the  fact  that  Prusias  If,  king  of 
Bithynia  from  l8o  to  149  B.C.,  is  named 
in  one  extant  decree,  and  in  another 
Attains  II,  king  of  Pergamum  from  159 
to  138  B.C. 

This  is  the  story  of  the  marble  frag- 
ment with  some  gUmpses  into  the  his- 


tory of  Aptera,  where  it  was  found.  The 
marble,  fragmentary  as  it  is,  makes  its 
own  appeal  perhaps  because  it  was 
sculptured  at  a  time  when  even  the 
humblest  products  of  Athenian  work- 
shops glowed  with  the  spirit  of  the 
Golden  Age.  Commercial,  perhaps  ma- 
terialistic, Aptera,  by  importing  its 
marbles,  thus  paid  lasting  tribute  to 
the  cultural  supremacy  of  Athens. 

Mount  Holyoke  College 
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Fig.  1.— Model  of  The  Saalburg. 

THE  SAALBURG  "  A  ROMAN  FORT  IN  GERMANY 

Robert  C.  Horn 


A  MONG  the  most  interesting  side 
ZA  trips  for  an  intelligent  traveler  in 
^  *  Germany,  particularly  one  with 
an  interest  in  classical  life  and  art,  is  that 
to  the  Saalburg.  A  great  many  trav- 
elers along  the  Rhine  stop  at  the  inter- 
esting city  of  Frankfurt;  but  few,  even 
students  of  the  classics,  know  how  near 
and  easily  accessible  is  a  Roman  camp, 
not  in  ruins  but  restored.  Amid  what 
has  been  written  about  this  camp,  I 
take  pleasure  in  referring  to  an  article, 
"The  Saalburg  Collection,"  by  Profes- 
sor F.  W.  Shipley,  in  the  Classical 
Weekly  of  January  23,  1909.  Illustra- 
tions and  pictures  of  the  camp,  apart 
from  the  postcards  which  may  be  pur- 
chased at  the  Saalburg,  are  very  un- 
usual. If  this  brief  account  of  a  de- 
lightful excursion,  with  its  accompany- 
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ing  pictures  taken  at  that  time,  excites 
the  interest  of  any  students  or  lovers  of 
the  classics,  that  is  all  it  intends  to  do. 
I  believe  that  this  trip  would  be  an 
inspiration  to  a  teacher  of  Caesar;  for 
my  part,  I  am  able  now  to  visualize  a 
Roman  camp  more  clearly  and  more 
satisfactorily  than  ever  before.  Cf .  Fig.  i . 
To  reach  the  Saalburg  one  sets  out 
from  Frankfurt  by  trolley  for  Hom- 
burg,  twelve  miles  distant,  a  small  town 
but  a  famous  resort,  well  known  as 
Homburg  vor  der  Hoehe.  Before  us 
are  the  fir-clad  Taunus  Mountains. 
From  Homburg  the  electric  car  takes 
us  up  the  steep  grade  of  the  mountain 
side;  it  is  a  very  pleasant  ride.  The 
terminus  is  not  far  from  the  Saalburg; 
it  is  fortunately  situated  just  below  an 
attractive  restaurant,   which   offers  a 
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Fig.  3. — Main  Entrance  (Porta  Decumana). 


Pliatopapli  hy  D 


good  lunch  when  one  has  become  weary 
of  tramping  around  the  Roman  camp. 
On  the  front  of  the  building  are  these 
inviting  words: 

"Eia  age  silvestri  fessus  requiesce 
sub  umbra. 

Pelie  animo  curas,   corpore  pelle 
sitim." 
Below  this  we  read  in  German: 

"Ruhe,  ermuedete  Wanderer,  unter 
dem  Schatten  des  Waldes. 

Verscheuche  aus  dem  Geist  die  Sor- 
gcn,  aus  dem  Koerper  verscheuche  den 
Durst." 

This  invitation  of  the  Restaurant  Saal- 
burg-Taunus  is  irresistible  to  a  tramper 
in  the  forests  of  the  Taunus.  The 
tempting  invitation  of  the  inscriptions 
is  not  belied  by  realities.  As  one  sits 
on  the  terrace  enjoying  his  lunch,  he  is 
enjoying  at  the  same  time  a  splendid 
view  towards  Homburg. 
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After  a  short  walk  one  reaches  the 
ruins  of  the  settlement  which  has  grown 
up  about  the  fortress  of  the  Saalburg: 
the  Shrine  of  Mithras,  the  graves,  and 
the  shops.  Just  before  one  arrives  at 
the  entrance,  there  can  be  seen  a  villa 
and  a  bath,  with  remains  of  a  hypo- 
caustum,  the  famous  hot-air  heating 
system  of  the  Romans.  While  we  are 
crossing  the  bridge  which  spans  the 
double  ditch  surrounding  the  fort,  we 
read  the  inscription  over  the  gateway, 
which  tells  us  of  the  restoration  of  the 
Saalburg  by  the  German  Emperor.  The 
inscription  runs  thus: 

GVILELMVS  ri  FRIDERICI  III 

FIUVS  GVILELMI 

MAGNI  NEPOS  ANfNO  REGNI  XV  IN 

MEMORIAM  ET  HONOREM  PARENTVM 

CASTELLVM  LIMITIS  ROMANl 

SAALBVRGENSE  RESTITVIT 

Before  the  double  opening  of  the  gate- 
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Fig.  5. — Sacellum  ard  Statue  of  the  Emperor  Hadrian. 


way  stands  a  bronze  statue  of  Antoni- 
nus Pius,  placed  there  by  the  Kaiser,  to 
take  the  place  of  a  stone  original.  On 
the  base  is  this  inscription: 

IMPERATORI 
ROMANORVM 
TITO  ^LIO  HADRIANO 
ANTONINO 
AVGUSTO  PIO 
GVILELMUS  II 

IMPERATOR 
GERMANORVM 

On  our  right  as  we  enter  the  Porta 
Decumana  (Fig.  3)  is  the  Horreum, 
now  the  museum,  while  on  the  left  is  the 
Qusestorium.  In  the  museum  are  many 
articles  that  were  found  here:  hatchets, 
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chisels,  horse-shoes,  nails,  weapons  and 
utensils  of  various  kinds,  articles  of  per- 
sonal adornment,  writing  implements, 
and  the  like;  here  are  all  the  articles  of 
daily  use  and  need.  Many  things  were 
found  in  the  wells,  which  were  very 
numerous;  the  mineral  properties  of  the 
water  helped  to  preserve  what  was 
thrown  or  dropped  in.  From  a  study 
of  the  collection  much  may  be  learned 
about  the  life  on  the  Roman  frontier. 
In  the  center  of  the  camp  is  the  Pras- 
torium  (Fig.  2);  that  part  of  it  which 
faces  us  was  a  drill  hall;  in  it  are  some 
interesting  models  of  Roman  engines  of 
war.  As  we  pass  on  through  the  two 
courts,  we  see  in  front  the  Sacellum  and 
the  statues  of  Hadrian  and  Alexander 
Severus  (Fig.  5). 
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The  other  gates  (Fig.  4)  of  the  camp 
are  protected  by  two-storied  towers  on 
either  side;  the  battlemented  walls  of 
stone  are  six  feet  thick  and  twelve  feet 
high,  exclusive  of  the  battlements;  back 
of  these  is  an  embankment  ten  feet  high, 
upon  which  the  soldiers  took  their  posi- 
tions. Outside  of  the  walls  is  the  double 
ditch.  The  fort  evidently  controlled 
important  trade  roads;  there  are  still 
remains  of  the  old  Roman  road  which 
ran  to  the  main  entrance  of  the  castel- 
lum  and  then  turned  aside  to  the  right, 
continuing  along  the  east  side  of  the 
fortress.  If  we  follow  this  road  to  the 
north  for  several  hundred  feet,  we  shall 
arrive  at  the  Limes,  which  the  Germans 
call  Pfahlgrabcn,  the  trench  and  earthen 
rampart,  the  visible  limit  of  the  Impe- 
rium  Romanum. 

This  is  what  one  sees  in  a  visit  in 
times  of  peace  to  the  Saalburg.  The 
appearance  of  walls  and  buildings  gives 
one  an  idea  of  the  Roman  fortifications 
not  easily  gained  otherwise.  The  mu- 
seum shows  many  of  the  articles  which 


the  soldier  and  the  engineer  used  in 
their  professions,  besides  many  things 
that  show  the  life  of  the  town  that  lay 
under  the  walls  of  such  a  fort.  One  may 
climb  the  neighboring  hill  of  Froehliche 
Mannskopf  to  get  an  excellent  view  of 
the  camp  as  a  whole.  Back  of  the 
whole  line  of  the  Limes,  which  was 
furnished  with  frequent  watch-towers 
(Fig.  6),  were  fortresses  like  the  Saal- 
burg at  intervals  of  nine  miles,  and  be- 
tween these  were  smaller  forts.  So  one 
begins  to  realize  how  the  lords  of  the 
world  managed  to  hold  their  own  by 
strength  of  arms  against  the  German 
tribes,  who  were  only  beginning  to  be 
civilized.  One  begins  to  understand  also 
how  the  Roman  outposts  of  civilization 
were  influencing  these  barbarians.  This 
is  what  one  learns  from  a  visit  to  this 
Roman  fortress,  restored  a  few  years 
ago  by  the  German  Emperor.  This  is 
the  charm  of  the  Saalburg,  tucked  away 
in  a  most  delightful  situation  in  the 
glorious  Taunus  Mountains. 

Muhienbtrg  CoUege 


Fic.  6. — Mode]  of  a  Watch- Tower  on  the  Limes. 
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An  Etruscan  Sarcophagus  in  the  Museum  of  the  University  of  Pennsylvania 

IN  THE  VATICAN 

(To  An  EtTustan  Statuary} 

What  led  thy  hand  to  such  supreme  design? 

This  tranquil  matron  with  entranced  look, 

Who  nurtured  on  some  mystic  Sibyl's  book. 

Seems  'rapt  by  vision  of  a  realm  divine; 

A  far  Elysium  where  the  gods  recline, 

And  where  the  happy  shades  by  earth  forsook 

Meander  free,  or,  couched  in  sheltered  nook 

All  rose-crowned,  feast  and  sip  ambrosial  wine. 

And  so  thy  work,  touched  by  the  common  need, 

Serenely  effigied  upon  this  tomb. 

With  the  sure  seal  of  hope  upon  the  face 

Hinting  of  faith  in  some  subUmer  creed. 

Proclaims  a  life  of  all-compelling  grace, 

A  death  whose  final  ways  are  reft  of  gloom! 

HARVEY  M.  WATTS 


'  I6l] 

Digitized  by  Google 


The  Venus  de  Milo  in  the  Louvre,  Paris, 
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ALIEN  OF  THE  CENTURIES 

In  Paris — in  the  Louvre  where  come 

The  devotees  to  Genius'  shrine, 
Where  is  foregathered,  piece  by  piece, 
The  art  that  man  counts  half  divine — 
You  hold  your  court. 
Impassive  alien,  you  look  down 

Upon  your  worshippers,  and  give  no  sign, 
Venus  de  Milo! 

Whose  hope  you  were,  whose  dream  fulfilled 

No  living  man  has  known; 
What  scenes  you  shared  in  that  dim  age 
Ere  Melos  was  to  brown  sand  blown 
We  may  not  say. 
Flotsam  from  some  far  century 
The  world's  heart  claims  you  for  its  own, 
Venus  de  Milo. 

Claims  you,  although  it  cannot  read 
The  cryptic  scroll  of  vague  unrest, 
Nor  wake  the  soul  the  sculptor  hid 
Deep  in  that  pallid,  pulseless  breast; 
For  mighty  love 
That  wrought  you  from  the  shapeless  block 
Your  immortality  confessed, 
Venus  de  Milo. 

O'er  Melos  Isle  the  winds  still  blow, 

Still  runs  the  tide  with  azure  gleams, 
The  buried  city  sleeps  and  sleeps 
Just  as  you  see  it  in  your  dreams 
Here  in  the  Louvre. 
The  clouds  like  golden  chariots  drift, 
And  in  their  wake  a  sea  bird  screams, 
Venus  de  Milo! 

SARA  BEAUMONT  KENNEDY 
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TO  AN  UNKNOWN  GOD 

("Sfi  Deo  Set  Dae  SMnm") 

Unchanged  the  altar  stands  where  long  ago 

Some  Speaking  Voice,  some  Bird,  had  given  a  sign. 
To  build  it  on  the  sloping  Palatine 

Above  the  roar  of  Roman  life  below. 

And  here,  with  chant  and  hymn  and  incense-glow, 
With  flesh  of  bulls  and  pouring  of  rich  wine, 
Calvinus  hallowed  the  rebuilded  shrine — 

To  god  or  goddess,  which?   He  did  not  know. 

Yet  mock  not  his  devotion.   One  who  knows 
How  rare  the  Vision,  human  hearts  how  blind, 
Will  reverence  every  spot  where  Heaven  outpours 
Its  least  of  glory.   Lo!   I  lay  this  rose 
Upon  thine  altar,  Roman;  for  my  mind 
Touched  by  thy  faith  thine  unknown  Power  adores. 

GEORGE  MEASON  WHICHER 
Hunler  CoUege,  New  York  Cily 
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cA  Fine  Latin  Inscription 

ONE  of  the  scientific  accomplishments  of  students  of  Latin  epigraphy  is 
the  ability  to  date  an  inscription  by  the  form  of  its  letters  and  the  style  of 
their  cutting.  By  those  two  criteria  we  know  that  the  inscription  shown  in  our 
illustration  wascut  during  the  early  part  of  the  reign  of  Augustus  {27  B.C.-14  A.D.). 
The  reader  will  at  once  notice  that  character  is  brought  out  by  several  letters 
which  are  somewhat  different  from  those  now  in  common  use,  namely,  the  letter  I, 
which  in  several  cases  rises  above  the  rest  of  the  letters,  the  P  with  the  unclosed 
loop,  the  spreading  M,  and  the  wide  round  O.   Further,  the  letters,  although  cut 


A  Roman  Inscription  in  the  best  style  of  monumental  cutting, 

into  the  stone,  seem  to  stand  out  from  it  in  relief.  That  is  because  the  V-shaped 
cutting  is  so  truly  done,  that  whether  you  stand  in  front  or  on  either  side  of  the 
inscription,  the  light  always  strikes  the  letters  so  that  one  gets  mutually  accentu- 
ated white  and  shadowed  lines.  To  the  writer's  knowledge  there  is  no  more 
beautifully  cut  Latin  inscription  than  this  one,  which  is  a  prized  possession  of 
the  Museum  of  the  Johns  Hopkins  University.  Its  letters  were  taken  as  patterns 
for  the  commemorative  tablet  put  up  two  years  ago  in  Baltimore  in  the  Harriet 
Lane  Johnston  Home  for  Invalid  Children.  r.  v.  d.  m. 
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Some  Collections  in  the  United  States 

PORCELAIN  was  imported  into  England  very  early  in  1500,  but,  as  late  as 
1567,  a  gift  of  Queen  Elizabeth  was  a  porringer  of  white  and  a  cup  of  green 
porselyn ;  and  even  the  great  Lord  Bacon  had  ideas  about  porcelain  that  were  of 
the  crudest.  China  began  to  go  to  England  rather  freely  about  1650;  and  "doubt- 
less tea  and  china  became  plentiful  in  Europe  together."  In  17 13,  Addison  wrote: 
"China  vessels  are  playthings  for  women  of  all  ages." 

Delft  ware,  probably,  was  brought  to  America  "by  the  first  English  and  Dutch 
settlers."  Along  toward  1650  we  begin  to  see  mention  of  "Chayme"  (and  "chey- 
ney"  and  "cheny")  in  America;  and  in  1718  many  rich  Bostonians  had  some 
china.  About  1728-30  we  read  of  sales  of  china  of  several  sorts;  and  in  1737,  in 
Boston,  there  was  a  "vandoo"  of  "spices,  silks,  negro  slaves,  and  a  rich  sortment 
of  china  ware." 

About  1830,  an  old  lady,  writing  about  pre- Revolutionary  matters,  said: 
"Pewter  plates  and  dishes  were  in  general  use.  China  on  dinner  tables  was  a  great 
rarity.  Glass  tumblers  were  scarcely  seen.  Some,  especially  country  people,  ate 
their  melsa  from  wooden  trenchers."  In  1758,  Franklin  wrote  to  his  wife  from 
London  of  some  pieces  of  china  that  he  had  sent  her,  praising  them — and  her; 
and  in  1773,  his  daughter,  Mrs.  Bache,  wrote  him  to  bring  home  some  "Queen's 
ware."  By  about  1778  "china  began  to  pour  into  other  ports  than  Boston,"  and 
in  1783  "Queen's  ware  came  into  Baltimore  from  England,  France,  and  Holland," 
and  various  wares  of  the  new  and  desired  kinds. 

In  Virginia,  says  a  volume  dated  1590,  "Indians  cooked  their  meat  in 
earthen  pottes.  Their  women  know  how  to  make  earthen  vessels  with  special 
Cunninge,  and  that  so  large  and  fine  that  our  potters  with  thoyr  wheles  can 
make  no  better." 

In  1690,  at  Burlington,  N.J.,  Governor  Coxe,  of  "West  Jersey,"  established  a 
good  pottery.  In  1791,  a  newspaper,  referring  to  ceramic  conditions  in  this 
country,  said:  "Coarse  tiles,  putters,  wares  beyond  the  home  consumption,  mus- 
tard bottles,  a  few  flasks  or  flagons,  some  sheet  glass  and  vessels  for  family  use, 
generally  inferior,  are  now  made." 

In  Pennsylvania,  in  1787,  a  $20  prize  was  offered  for  "the  best  home-made 
earthen  ware  approaching  queen's  ware";  and  in  1792,  a  $50  prize  was  offered. 
In  1808,  in  Peale's  Museum,  A.  Trotter  exhibited  some  articles  made  at  his 
Columbian  pottery,  South  Street,  between  Twelfth  and  Thirteenth;  and  thence- 
forth here  in  this  and  in  allied  lines  there  was  remarkable  progress. 

The  furniture  made  in  New  York  by  Duncan  Phyfe — he  moved  there  from 
Scotland  about  1783 — has  long  been  celebrated  for  its  quality.  In  1816,  for  C.  N. 
Bancker,  of  Philadelphia,  he  made  single  chairs  at  $22,  a  sofa  for  $122,  and  a  pier 
table  for  $265.   In  1773,  J.  Snowden  advertised  domestic  "Windsor"  chairs  in  the 
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Philadelphia  Journal;  and  a  few  years  later  this  city  had  a  dozen  makers  of  the 
same  chairs. 

Connecticut  became  "a  nest  of  clock-makers"  at  an  early  period,  and  many 
of  the  clocks  were  of  surprising  excellence.  Terry,  in  1814,  introduced  a  clock 
called  the  "pillar  and  scroll-top  case"  ($15  each),  and  Seth  Thomas  paid  $1,000 
for  the  right  to  manufacture  it.  From  it  he  and  Terry  each  made  about  $6,000 
the  first  year.  The  Willard  clocks  were  in  all  ways  notable,  and  are  highly 
prized. — Philadelphia  Record. 

Arts  and  Letters  Week  at  Chautauqua 

THIS  is  to  be  the  classical  year  at  Chautauqua,  and  great  interest  has  been 
shown  in  the  preliminary  work  done  there  this  summer.  One  of  the  editorial 
staff  of  Art  and  Archaeology,  Prof.  Mitchell  Carroll,  of  Washington,  who  is 
head  of  the  Latin  Department  in  the  Chautauqua  Summer  Schools,  is  this  year 
delivering  another  series  of  illustrated  lectures  on  classical  subjects.  He  was  most 
ably  seconded  during  Art  and  Letters  week  by  Mr.  Henry  Turner  Bailey,  head 
of  the  Arts  and  Crafts  Department,  Dr.  Rollin  H.  Tanner,  of  Illinois  College, 
Prof.  Albert  T.  Clay,  of  Yale  University,  Dr.  W.  H.  Crawshaw,  of  Colgate 
University,  and  Dean  Percy  H.  Boynton,  of  the  University  of  Chicago.  Lectures 
and  addresses  were  given  by  Professor  Crawshaw  on  "Pilgrims  and  Pioneers"; 
by  Dean  Boynton  on  "The  Evolution  of  an  American  Literature";  by  Mr.  Bailey 
on  "The  Arts  and  Crafts  of  Twentieth  Century  America";  by  Professor  Clay  on 
"The  Arts  of  Babylonia  and  Assyria,"  and  "Babylonian  Clay  Tablets";  and  by 
Dr.  Carroll  on  "The  Story  of  Man  in  Prehistoric  Europe,"  and  "Classical 
Literature  in  Translation."  The  week  ended  in  splendid  fashion  in  a  symposium 
on  Arts  and  Letters  at  which  Dean  Andrew  F.  West,  of  the  Graduate  School  of 
Princeton,  made  an  address  in  which  he  gave  a  rousing  negative  reply  to  the 
question,  "Must  the  classics  go?" 

Art  and  Archaeology  count  for  a  good  deal  at  Chautauqua. 

R.  V.  D.  M. 

The  Thayer  Gift  to  the  University  of  Kansas 

MRS.  SALLY  C.  THAYER,  of  Kansas  City,  Mo.,  in  memory  of  her  late 
husband,  William  B.  Thayer,  has  given  a  splendid  collection  of  over  5,000 
art  objects  to  the  University  of  Kansas,  "to  encourage  the  study  of  fine  arts  in 
the  Middle  West."  Among  the  paintings  in  the  collection  are  canvases  by  Innes, 
Homer,  La  Farge,  Jonas  Lie,  Homer  Martin,  and  Mesdag  Basbaum.  There  is 
also  a  collection  of  1,800  Japanese  prints,  included  in  which  are  the  prints 
formerly  in  the  possession  of  Frank  Lloyd  Wright,  of  Chicago.  The  collection 
of  textiles  will  take  high  rank  at  once.    There  are  Oriental  and  Coptic  weaves, 
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old  American  counterpanes,  Indian  blankets,  Paisley  and  Persian  shawls;  nearly 
2,000  pieces  which  illustrate  the  growth  of  ceramic  art,  a  Chinese  rice  bowl  and  a 
bowl  of  chrysanthemum  jade  being  the  finest  pieces;  a  number  of  lamps  and 
lanterns;  a  collection  of  books  on  art,  as  well  as  many  objects  in  bronze,  silver, 
ivory,  etc. 

The  University  of  Kansas  is  to  be  congratulated,  and  Mrs.  Thayer  most 
heartily  to  be  thanked.  There  is  no  better  place  to  put  art  objects  than  in 
university  or  municipal  museums,  where  they  can  be  seen  and  studied,  and  where 
they  will  serve,  we  believe,  to  set  a  standard  everywhere  that  will  make  the 
recommendations  of  artists  and  architects  more  intelligible  to  the  "man  on  the 
street." 

The  writer  is  particularly  enthusiastic  about  the  splendid  addition  to  the 
art  collection  of  the  University  of  Kansas,  not  only  because  he  knows  something 
about  the  Thayer  collection  itself,  but  because  he  had  the  pleasure,  at  the 
instance  of  Prof.  Hannah  Oliver,  of  the  Department  of  Latin,  of  helping  the 
University  of  Kansas  obtain  a  number  of  archaeological  specimens  for  their 
museum  which  he  has  heard  have  been  of  much  use  in  the  teaching  of  Greek  and 
Roman  life.  R.  v.  D.  m. 

Completion  of  the  Famous  BTumidi-Costaggini  Friezf  in  the  National  Capitol 

A  LARGE,  cagelike,  wooden  structure,  suspended  from  the  balcony  in  the 
rotunda  of  the  Capitol,  attracts  the  attention  of  every  visitor  these  days. 
The  answer  to  the  invariable  question  is  that  Charles  Ayer  Whipple,  an  artist 
of  New  York  and  Boston,  is  at  work  on  a  proposed  continuation  of  the  famous 
Brumidi-Costaggini  frieze,  which  ends  abruptly  with  a  group  representing  the 
discovery  of  gold  in  California. 

Mr.  Whipple  has  received  permission  from  the  joint  committee  on  Library 
of  Congress  to  place  in  the  vacant  space  his  suggestion  for  completing  the  circle. 
He  is  working  this  out  in  such  a  manner  that  if  Congress  does  not  approve  the 
work  can  be  erased  or  taken  down. 

The  episodes  in  American  history  chosen  by  Mr.  Whipple  are  the  invention 
of  the  locomotive  and  the  application  of  steam  to  travel  and  transportation;  the 
development  of  electricity;  the  freeing  of  Cuba;  the  building  of  the  Panama 
Canal,  and  the  development  of  the  modern  battleship  and  the  aeroplane. 

The  Capitol  rotunda  frieze  was  started  by  Constantino  Brumidi,  who  carried 
his  work  to  the  group  representing  Penn's  treaty  with  the  Indians.  After  his 
death  Filipo  Costagglni  carried  out  the  idea,  beginning  with  the  three  Indians 
at  the  left  side  of  the  Penn  group.  His  last  group  represents  the  discovery  of  gold 
in  California.  Costaggini  died  in  1907,  and  since  then  no  work  has  been  attempted 
on  the  frieze. 
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Excavatiom  in  New  Mexico 

AN  expedition  organized  by  the  Bureau  of  American  Ethnology  of  the  Smith- 
x\  sonian  Institution  and  the  Museum  of  the  American  Indian,  Heye  Founda- 
tion of  New  York  City,  under  the  immediate  direction  of  F.  W.  Hodge,  ethnologist 
in  charge  of  the  bureau,  has  just  concluded  its  first  season  of  excavating  among 
the  ruins  of  Hawikuh  in  western  New  Mexico.  This  pueblo  was  one  of  the  famed 
"Seven  Cities  of  Cibola,"  which  was  seen  by  Marcos  de  Niza,  a  Franciscan  friar, 
in  1539,  and  was  the  scene  of  the  death  of  his  negro  guide  and  companion.  In 
the  following  year  the  pueblo  was  stormed  by  Francisco  Vasque  Coronado,  the 
celebrated  Spanish  explorer,  who  almost  lost  his  life  in  the  attack.  The  Zuni 
occupants  of  Hawikuh  Red  to  their  stronghold  a  few  miles  away;  the  Spanish 
took  possession  of  their  village,  which  Coronado  called  Grenada,  and  while  there 
wrote  his  report  to  the  Viceroy  of  Mexico,  giving  an  account  of  his  expedition  till 
then  and  sending  various  products  of  the  country  and  examples  of  native  art. 

The  excavations  were  commenced  at  the  close  of  May  by  Mr.  Hodge,  assisted 
by  Alanson  Skinner  and  E.  F.  Coffin,  of  the  Museum  of  the  American  Indian. 
Work  was  begun  in  a  great  refuse  heap  forming  the  western  slope  of  the  elevation 
on  which  Hawikuh  is  situated.  This  refuse  was  found  to  contain  many  burials 
of  Zuiii  dead,  of  which  there  were  three  types — remains  cremated  and  deposited 
in  cinerary  vessels;  others  buried  at  length,  or  in  abnormal  postures  without 
accompaniments  and  usually  dismembered;  others  still  deposited  at  length  with 
head  directed  eastward  and  with  them  numerous  vessels  of  earthenware,  great 
quantities  of  food  and  the  personal  tools  and  ornaments  of  the  deceased.  In  all, 
237  graves  were  opened  during  the  three  months  devoted  to  the  work,  in  which 
quantities  of  pottery  vessels  of  various  forms  and  with  a  great  range  of  decorative 
painting  were  uncovered.  Among  burials  of  the  third  type  mentioned  were 
several  skeletons  of  members  of  the  Zuni  Priesthood  of  the  Bow,  with  their  war 
paraphernalia,  including  bows  and  arrows,  sacred  paint,  war  clubs,  and  their 
personal  or  ceremonial  belongings. 

The  pottery  of  the  Hawikuh  people  possesses  a  wide  range  of  decoration  and 
coloring.  Most  of  the  designs  are  geometric,  but  numerous  highly  conventional- 
ized figures  of  birds,  as  well  as  many  lifelike  forms  of  quadrupeds — the  eagle,  the 
butterfly,  the  tadpole,  and  the  corn  plant — were  found.  Many  of  the  vessels  are 
decorated  with  a  distinct  glaze,  black  and  green  predominating.  The  vessels 
consist  chiefly  of  bowls,  ranging  in  size  from  tiny  toy  affairs  to  some  as  large  as 
fifteen  inches  in  diameter;  but  there  are  also  large  and  small  water  jars,  and  black 
undecorated  cooking  pots,  duck-shaped  vessels,  and  the  like. 

The  site  of  Hawikuh  covers  an  area  of  about  750  by  850  feet,  so  that  only  a 
comparatively  small  part  of  the  site  was  excavated  during  this  season. 
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The  Relation  of  Sculpture  to  Architecture. 
By  T.  P.  Bennett,  A.R.I.B.A.  Cambridge: 
University  Press,  1916.  Pp.  xii  +  204,  no 
illustrations.  G.  P.  Putnam'sSons,  N.Y.  $4.50. 

After  a  brief  introductory  chapter  in 
which  the  intimate  relation  of  sculpture 
to  architecture  is  clearly  set  forth,  the 
author  takes  a  general  survey — in  the 
second  chapter — of  the  salient  charac- 
teristics of  the  historic  periods  of  the 
art  of  sculptor  and  builder.  These  char- 
acteristics are  generalized  to  some  ex- 
tent, but  they  are  enlightening  never- 
theless, although  stated  in  such  a  brief 
way.  Monumental  forms  are  found  in 
several  periods,  but  they  belong  pecu- 
liarly to  the  Egyptian  period.  Bas-relief 
belongs  to  the  Babylonian  and  Assyrian 
periods,  restraint  and  variation  to  the 
Greek,  lavish  enrichment  to  the  Roman, 
mosaic  to  the  Byzantine,  religious  sculp- 
ture to  the  Romanesque  and  Gothic, 
and  special  features  to  the  Italian,  Ger- 
man, French,  and  English  Renaissance, 
traceable  to  the  influence  of  the  rococo, 
of  the  Greek  revival,  or  of  realism. 

Chapters  III  and  IV  are  devoted  to 
the  consideration  of  Decorative  Sculp- 
ture; (l)  as  intimately  related  to  archi- 
tecture, and  (2)  as  applied  to  architec- 
tural forms.  Here  we  have  a  very 
straightforward  and  convincing  discus- 
sion of  the  points  of  application  for 
sculpture  and  of  its  proper  subordina- 
tion to  architecture,  and  also  of  the 
great  importance  of  the  correct  placing 
of  figures  dependent  upon  the  sky-line 
or  the  niche  or  the  facade  position. 
These  chapters  are  followed  by  the 
author's  real  contribution  to  the  sub- 
ject. He  takes  up  with  care  the  placing 
and  surroundings  of  monuments,  and 
the  choice  of  sites,  the  effect  of  nearby 
buildings,  or  roads,  or  water,  upon  the 
type   of   monument.     Then    in    three 


chapters  devoted  to  The  Small  Monu- 
ment, Larger  Monuments,  and  Large 
Monumental  Lay-outs,  the  author 
brings  to  bear  his  technical  knowledge 
and  his  artistic  taste  upon  scores  of 
monuments  already  decorating  or  spoil- 
ing various  sites  in  Europe  and  the 
United  States.  Among  the  well-chosen 
illustrations,  England  has  25,  France 
24,  Belgium  19,  Germany,  Italy,  and 
the  United  States,  respectively,  15,  11, 
and  8. 

This  book  should  be  In  every  munici- 
pal library  and  its  presence  there  should 
be  known.  A  survey  of  it  would  be  of 
advantage  to  any  municipal  art  com- 
mission, and  might  save  our  cities  and 
towns  from  many  decorated  monstrosi- 
ties, and  might  help  to  place  in  the 
proper  setting  works  the  real  merits  of 
which  are  lost  because  of  bad  positions. 
The  author's  suggestion,  in  his  conclu- 
sion, that  for  every  monument  both  a 
sculptor  and  an  architect  should  be 
appointed,  is  most  reasonable  and  cer- 
tainly worthy  of  adoption. 


Engravers  and  Etchers.  By  FitzRoy  Carring- 
ton.  TheArt  Institute  of  Chicago,  1917.  With 
133  illustrations.   Pp.  278.   $3.00. 

This  book  contains  the  six  lectures 
delivered  on  the  Scammon  Foundation 
at  the  Art  Institute  of  Chicago  in 
March,  1916,  by  the  author,  who  is 
the  editor  of  "The  Print-Collector's 
Quarterly,"  and  the  Curator  of  Prints 
at  the  Boston  Museum  of  Fine  Arts. 
Mr.  Carrington's  name  is  enough  to 
guarantee  the  quality  and  value  of  the 
material  which  has  gone  into  the  mak- 
ing of  these  lectures. 

It  is  also  a  matter  of  satisfaction  that 
81  of  the  133  illustrations  necessary  to 
illumine  the  text  are  in  Boston,  for  the 
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most  part  in  the  Museum  of  Fine  Arts. 
The  author  is  too  wise  to  say  that  it  is 
ignorance  that  cloaks  itself  behind  the 
saying  often  heard,  "Oh!  I  don't  like 
black-and-white  prints."  Therefore  he 
disclaims  any  didactic  intentions,  and 
aims  only  at  sharing  "the  stimulation 
and  pleasure  which  certain  prints  by 
the  great  engravers  and  etchers  have 
given  me."  He  succeeds  in  doing  that 
very  thing.  No  one  will  read  these  lec- 
tures and  look  at  these  illustrations 
without  finding  out  how  to  look  for 
things  in  prints  he  never  knew  before 
were  there,  and  without  feeling  that  his 
artistic  sense  is  sharpened  and  his  ap- 
preciation enlarged. 

One  can  say  little  more  than  that 
Lectures  I  and  1 1 1  are  devoted  to  Ger- 
man Engraving,  I :  From  the  Begin- 
nings to  Martin  Schongauer,  and  III: 
The  Master  of  the  Amsterdam  Cabinet 
and  Albrecht  Diirer;  Lectures  II  and 
IV  to  Italian  Engravings ;  1 1 :  The  Flor- 
entines, and  IV:  Mantegna  to  Marcan- 
tonio  Raimondi;  Lecture  V:  Some  Mas- 
ters of  Portraiture,  and  VI :  Landscape 
Etching.  The  work  of  forty  different 
engravers  is  shown  in  the  various  illus- 
trations, Martin  Schongauer,  an  Anony- 
mous Florentine  of  the  fifteenth  cen- 
tury, Albrecht  Durer,  Raimondi,  Rem- 
brandt, Anders  Zorn,  and  Seymour 
Haden,  each  having  four  or  more  en- 
gravings. Occasionally  some  para- 
graphs of  the  lectures  sound  too  much 
like  a  catalogue,  but  a  high  standard  of 
good  judgment  and  sound  taste  is  main- 
tained with  small  recourse  to  technical 
phrase  or  artistic  pyrotechnics. 

The  book  is  designed  and  published 
by  the  same  press  which  prints  Art  and 
Archaeology.  No  further  guarantee 
of  its  excellence  would  seem  to  be 
necessary.  It  is  to  be  most  highly  rec- 
ommended to  all  who  care  about  en- 
gravers and  etchers.  r.  v.  d.  m. 


The  Mythology  of  AU  Races.  Vol.  VI. 
Indian.  By  A.  Berriedale  Keith.  Iranian.  By 
Albert  J.  Camoy.  Boston:  Marshall  Jones 
Company,  1917.    Pp.404.  Illustrated.   $6.00. 

In  Indian  mythology,  Professor  Keith 
has  a  particularly  difficult  branch  of 
mythology  to  treat  because  of  the  great 
number  of  deities  and  semi-divine  be- 
ings belonging  to  the  Indian  pantheon, 
many  of  little  importance,  yet  not  to 
be  omitted  in  a  comprehensive  survey. 

After  the  preface,  a  paragraph  on 
transcription  and  pronunciation  and 
an  introduction  on  the  literary  sources 
and  their  dates,  Professor  Keith  treats 
the  material  in  chronological  order. 
Chapters  i  and  ri  deal  with  the  Gods 
of  Sky  and  Air  and  Gods  of  Earth, 
Demons  and  Dead  of  the  Rgveda. 
Then  follow  chapters  on  The  Mythol- 
ogy of  the  Brahmanas  (m).  The  Great 
Gods  of  the  Epic  (iv),  Minor  Epic 
Deities  and  the  Dead  (v),  The  My- 
thology of  the  Puranas  (vi),  Buddhist 
Mythology  in  India  and  Tibet  (vii). 
The  Mythology  of  the  Jains  (viii),  The 
Mythology  of  Modern  Hinduism  (ix). 

The  volume  will  be  of  use  as  a  handy 
reference  book  for  the  Sanskritist  rather 
than  for  the  general  reader.  The  reader, 
unfamiliar  with  Sanskrit  literature, 
would  not  obtain  a  very  clear  idea  of 
the  personality  of  the  Hindu  gods,  es- 
pecially those  of  the  Veda  and  Brah- 
mapas.  It  is  true  many  of  them  had 
but  little  personality,  due  to  the  deifica- 
tion of  every  force  in  nature  and  of 
abstractions,  such  as  Manyu  (Wrath), 
and  for  that  very  reason  these  unim- 
portant deities  should  have  received 
less  space.  The  chapter  on  the  Great 
Gods  of  the  Epic  gives  a  clear  and 
comprehensive  account,  of  the  myths 
concerning  Vi§nu  and  Siva,  who  have 
emerged  from  the  legion  of  Vedic  gods 
as  the  predominant  deities  of  the  epic, 
and  their  various  incarnations. 
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The  chapters  on  Buddhism,  Jainism, 
and  Hinduism  are  the  most  interesting 
and  valuable  ones  in  this  part  of  the 
work. 

Professor  Carnoy,  in  the  Author's 
Preface  to  the  second  part  of  the  vol- 
ume, says  that  he  intends  to  limit  him- 
self strictly  to  mythology  and  to  ex- 
clude everything  religious,  historical, 
and  archaeological.  However,  the  In- 
troduction in  which  he  mentions  briefly 
the  main  characters  and  characteristics 
of  Iranian  religion  is  of  great  assistance, 
in  considering  the  mythology. 

Chapter  i  deals  with  Wars  of  Gods 
and  Demons  which  play  such  an  impor- 
tant part  in  Indo-Iranian  mythology. 
Chapter  ii.  Myths  of  Creation,  is  par- 
ticularly interesting  and  enlightening 
in  regard  to  the  place  fire  holds  in 
Iranian  religion.  Then  come  chapters 
on  The  Primeval  Heroes  (ill),  Legends 
of  Yima  (iv),  better  known  to  most 
readers  as  Jamshid,  Traditions  of  Kings 
,and  Zoroaster  (v).  The  Life  to  Come 
(vi),  a  brief  but  intensely  interesting 
chapter,  and  a  Conclusion  (vii)  which 
discusses  the  evolution  of  mythology 
toward  historical  legend. 

The  volume  is  profusely  illustrated 
with  forty-four  full-page  plates,  many  of 
them  unusual  illustrations  which  form 
by  no  means  the  least  valuable  part  of 
the  volume.  A  very  complete  bibliog- 
raphy is  attached.  There  are  a  few  mis- 
prints, such  as  the  confusion  of  the 
figures  on  plate  xxxvi  and  "Son"  for 
"Sun"  on  page  234. 

HELEN  M.  JOHNSON 
Johns  Hopkins  University 

Early  European  History.  By  Button  Web- 
ster. Boston:  D.  C.  Heath  &  Co.,  1917. 
Pp.  XXXV+715.  272  illustrations,  86  maps, 
32  plates.   $1.60. 

With  this '  volume  Dr.  Webster  is 
continuing  to  fill  out  for  his  publishers 


a  series  of  histories  and  source  readings. 
Some  years  ago  Dr.  Webster  brought 
out  an  Ancient  History,  a  book  which 
the  writer  had  the  pleasure  of  reading 
in  manuscript.  The  work  "made  a  hit," 
as  it  deserved.  The  book  under  present 
consideration  contains  only  fifty  pages 
more  than  did  the  Ancient  History, 
although  it  comes  down  to  the  Peace 
of  Westphalia  Jn  1648.  The  Greek 
period,  which  in  the  earlier  book  took 
up  nine  chapters  in  303  pages,  in  this 
new  book  is  condensed  into  six  chapters 
with  135  pages.  The  same  condensation 
holds  for  Roman  history,  and  the  later 
periods  too  are  short  in  order  to  fit  in 
with  the  plan  of  the  book.  But  the  con- 
ciseness does  not  run  into  annalistic 
brevity.  All  phases  of  the  history  of 
the  times  are  touched  upon  in  propor- 
tion to  their  importance,  and  the  matter 
is  presented  most  interestingly. 

History-book  making  has  made  great 
strides  in  the  last  few  years,  due  for  the 
most  part  to  the  introduction  of  numer- 
ous cuts,  full-page  illustrations,  and 
maps.  Dr.  Webster  has  not  failed  to 
make  full  use  of  his  opportunities,  and 
few  pages  in  his  Early  European  His- 
tory lack  good  illustration  of  some  sort. 
His  publishers  have  not  been  so  lavish 
in  their  expenditure  on  artistic  com- 
position and  plate-work  as  the  firm  for 
which  Professors  Breasted  and  Robin- 
son lately  edited  histories,  but  no  one 
will  even  turn  through  the  pages  of  Dr. 
Webster's  book  without  stopping  to 
look  at  the  cuts  and  illustrations  and 
read  their  explanations.  The  type  of 
the  book  is  of  a  good  size  for  reading, 
inset  paragraph  catch  phrases  are  used, 
and  there  are  the  regular  chronological 
appendix,  index,  and  pronouncing  vo- 
cabulary at  the  end  of  the  book.  This 
new  history  deserves  the  welcome  which 
it  will  doubtless  receive. 

R.  V.  D.  M. 

[172I 


yGoOgIt 


Vol.  VI,  No.  4  October,  1917 


A  r 


"    .  ,         AND 


AKtHAEOLOGY 


THE  ARCHAEOLOGICAL  INSTITUTE  OF  AMERICA 


,  Google 


,  Google 


M    I  I 


1.  Ob\-erse  of  4. 

2.  Obverse  of  5. 

3.  Obverse  of  6. 

4.  Asclepius. 

5.  Demeter  (or  Triptoletnua), 

6.  Acropolis.     Nob.    4-6    from    the    Eleusia 

"find,"  in  possession  of  the  writer. 

7.  8,  9.    Demeter  (or  Triptolemus). 

11,  12.  Acropolis  (with  direction  of  objects 
reversed). 


13.14.  Acropolis.  Nos.  7-14  from  the  Eleusis 
"find,"  in  the  National  Numismatic  Mu- 
seum, Athens. 

15.  Obverse  of  16. 

16.  Acropolis,  from  Jacob  Hirsch's  catalogue, 

1905- 

17-  Obv-erseof  18. 

iS.  Acropolis  (with  direction  of  objects  re- 
versed), from  Jacob  Hirsch's  catalogue, 
1905. 
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THE  STORY  OF  THREE  GREEK  COINS 
George  Edwin  Howes 


SEVERAL  years  ago,  or  to  be  exact, 
in  the  month  of  March,  1903,  as  I 
was  getting  ready  to  leave  Eleusis 
(Greece),  where  I  had  been  spending 
the  day,  I  was  accosted  by  a  peasant 
who  kept  a  kapkeneion.  He  handed  me 
three  bronze  coins  and  asked  me  if  I 
knew  anything  about  the  subject  of 
coins.  I  repHed  that  I  knew  a  little 
but  not  much.  He  then  informed  me 
that  he  had  recently  dug  up  several 
hundred  coins  somewhat  like  these,  and 
he  wondered  if  they  possessed  any  value. 
I  told  him  that  I  would  enquire  in 
Athens  and  report  to  him  later.  He 
made  me  a  present  of  these  three  for 
my  trouble.  A  dealer  in  antiquities  in 
Athens  after  examining  the  coins  said 
that  they  were  genuine  and  good,  and 
that  he  would  give  me  three  drachmas 
apiece  for  any  number  of  them.  This 
statement  naturally  aroused  in  me  the 
desire  to  buy  the  whole  hoard,  if  prac- 
ticable. As  I  had  at  that  time  an  official 
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connection  with  the  American  School  of 
Classical  Studies  at  Athens,  I  needed  to 
be  sure  that  there  was  no  impropriety 
attached  to  such  a  purchase.  I  con- 
sulted one  of  the  men  who  had  been 
connected  with  the  school  for  some 
time,  only  to  learn,  to  my  dismay,  that 
probably  the  Greek  officials  would  ob- 
ject seriously  to  the  purchase  of  so  large 
a  number  of  valuable  Greek  antiquities 
by  a  foreigner,  to  be  taken  from  Greece. 
So  I  was  obliged  to  relinquish  any  idea 
of  buying  this  hoard.  As  I  was  to  start 
off  in  a  few  days  for  a  cruise  through 
the  JEgean  Sea,  I  had  no  opportunity 
of  making  an  immediate  report  to  the 
peasant  of  Eleusis. 

A  few  weeks  later,  however,  when  I 
had  returned  from  the  ^gean  cruise,  I 
went  out  to  Eleusis  again.  Then  I  found 
out  that,  in  some  way,  Mr.  Svoronos, 
the  Director  of  the  National  Numis- 
matic Museum  at  Athens,  had  heard 
of  this  discovery  of  coins,  that  he  had 
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summoned  the  peasant,  and  that  he  had 
kept  the  coins  for  the  museum,  paying 
the  peasant  a  nominal  sum  for  them.  I 
was  interested  enough  to  call  at  the 
museum,  and  to  interview  Mr.  Svoro- 
nos.  He  informed  me  that  some  of  the 
coins  found  in  this  hoard  furnished  the 
museum  with  absolutely  new  specimens, 
and  that  many  of  them  provided  better 
specimens  of  some  types  than  were  re- 
presented in  the  collection  before.  When 
I  asked  if  I  might  not  have  the  privilege 
of  purchasing  such  coins  as  the  museum 
did  not  care  for,  he  seemed  to  me  rather 
gruff,  and  he  gave  me  to  understand 
that  he  could  not  bother  to  do  that. 
Thus  was  my  virtue  rewarded. 

The  three  coins  that  the  peasant  of 
Eleusisgave  me  have  lain  in  the  drawers 
of  my  desk  since  that  time,  now  seeing 
the  light  of  day  for  a  while,  and  anon 
disappearing  for  months  or  whole  years 
at  a  time.  It  has  seemed  to  me,  how- 
ever, that  they  are  of  enough  interest 
and  importance,  perhaps,   to  make  it 

I  183] 


worth  while  to  publish  them.  Hence 
this  article.  In  looking  into  the  matter 
somewhat  I  found  that  Svoronos  con- 
sidered this  hoard  of  coins  of  sufficient 
account  to  justify  an  article — in  mod- 
ern Greek — in  the  Journal  Internalional 
D'Archeologie  Numismatique.  In  the 
volume  of  this  journal  for  the  year  1904 
he  has  an  article  called  a  "Numismatic 
Find  of  Eleusis,"  with  a  subheading, 
"Roman  Bronze  Coins  of  Athens."  I 
will  quote  a  part  of  this  account.  "Last 
year  while  George  B.  Adam  was  digging 
at  Eleusis  in  the  garden  of  his  kaphe- 
neion,  situated  a  few  meters  outside 
the  eastern  wall  enclosing  the  Sanctu- 
ary of  the  Gods,  he  brought  to  light  a 
very  well-preserved  bust  of  a  Roman 
and,  in  addition,  a  great  number  of 
bronze  coins,  almost  all  of  which  were 
Athenian  of  the  time  of  the  emperors. 
The  Greek  Government  bought  the 
bust  for  the  National  Museum,  but 
nine  hundred  and  seventy-two  coins, 
still  covered  with  earth,  were  carried 
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to  the  National  Numismatic  Museum. 
These  I  examined  carefully  and  de- 
scribed in  the  catalogue  that  was  being 
published  at  that  time,  in  which  i  gave 
the  number  of  coins  of  each  type.  At 
my  suggestion,  the  National  Museum 
bought  a  selection  of  two  hundred  and 
eighty-one  specimens  for  the  National 
Numismatic  Museum,  since  this  latter 
museum  had  a  more  special  numismatic 
collection.  About  three-fourths  of  the 
remainder  passed  into  the  collection  of 
Mr.  Athon  Romanos,  Minister  of  For- 
eign Affairs,  who  had  acquired  a  special 
collection  of  Athenian  coins;  and  the 
rest  were  sold  to  different  people." 
Thus  again  was  my  virtue  rewarded. 

Svoronos  continues  thus:  "So  much 
with  reference  to  the  coins  that  were 
brought  to  me,  about  which  I  was  in- 
formed that  I  was  dealing  with  the 
whole  'find.'  But,  as  I  learned  clearly 
enough  afterward,  there  were  found  al- 
most as  many  coins  more.  This  second 
part  came  into  the  hands  of  an  Athe- 
nian dealer  in  antiquities,  from  whom 
some  were  unwarrantably"  (here  I  de- 
rived a  bit  of  comfort)  "purchased  by 
the  British  Museum;  these  have  been 
published  by  W.  Wroth  in  the  Numis- 
matic Chronicle.     I  learned  that  many 


other  private  individuals  and  museums 
bought  from  the  same  man.     .     .     . 

The  part  of  the  find  that  I  exam- 
ined consists,  as  may  be  seen  from  the 
catalogue,  mainly  of  Athenian  bronze 
coins  of  the  Roman  Imperial  times. 
They  are  divided  into  two  classes  clearly 
distinct  from  each  other.  The  first, 
which  is  smaller  in  number,  includes 
specimens  very  much  worn  from  long 
usage.  The  second,  which  is  the  more 
numerous,  consists  of  specimens  of  simi- 
lar type  but  of  a  newer  kind  of  art,  of 
smaller  diameter  and  of  the  best  state 
of  preservation — evidently  placed  in 
circulation  a  short  time  before  the 
burial  of  the  find. 

Fortunately  we  learn  the  chronology 
of  both  of  these  classes,  and  in  conse- 
quence the  time  of  the  burial  of  the 
find,  from  the  small  number  of  Roman 
Imperial  coins  discovered  with  them,  of 
which  those  that  are  worn,  that  is,  those 
of  the  first  class,  belong  to  the  time  of 
Hadrian  and  Faustina  the  elder,  while 
the  best  preserved  are  of  the  time  of  the 
Emperors  Maximinus  and  especially 
Gordian  III  (238-244  after  Christ). 
The  bronze  Athenian  coins  of  Roman 
I  mperial  times,  of  which  there  is  scarcely 
one  that  is  not  represented  in  the  pres- 


e  of  Pluto,  looking  toward  Hall  of  Initiation  in  the  distance  (Eleuais). 
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ent  find,  were  coined  in  two  different 
epochs,  that  of  Hadrian  (i  17-138)  and 
that  of  Gordian  III  (238-244),  a  fact 
that  was  not  known  with  certainty 
before. 

The  knowledge  of  the  coinage  of  the 
Athenians  in  the  time  of  the  Roman 
emperors  is  greatly  increased,  and  the 
man  that  is  going  to  attempt  anew  the 
study  of  the  whole  of  this  coinage  can 
be  greatly  benefited  by  the  present 
find." 

In  his  descriptive  catalogue  of  the 
find  Svoronos  lists  the  individual  speci- 
mens under  their  appropriate  headings. 
The  first  place  is  held  by  various  repre- 
sentations of  Athena  (on  the  reverse). 
These  alone  form  134  of  the  281  speci- 
mens. Besides  there  are  2  of  the  strife 
of  Athena  and  Poseidon,  2  of  Athena 
and  Marsyas,  27  of  an  athletic  trophy 
table  of  Athena,  19  of  the  Sacred  Olive 
Tree  of  Athena,  2  of  Zeus,  i  of  Diony- 
sus, 13  of  Apollo,  I  of  Hecate,  2  of 
Artemis,  g  of  Demeter  (some  of  these 
may  possibly  represent  Triptolemus),  I 
of  Hermes,  4  of  Heracles,  4  of  Asclepius, 
I  of  "some  goddess,"  i  of  Nike,  i  of 
Eirene  and  Plutus,  1 1  of  Theseus,  6  of 
Themistocles,  3  of  the  Acropolis,  23  of 
an  ox's  head,  4  of  a  Roman  type  of 
Hadrian's  time,  3  of  Marcus  Aurelius, 

1  of  Caracalla,  i  of  Alexander  Severus, 

2  of  Maximinus,  i  of  Gordian  HI,  i  of 
Thessalonica,  and  i  of  Argos. 

The  coins  that  were  given  to  me  by 
the  peasant  of  Eleusis,  the  coins  of 
which  I  am  writing,  belong  to  the  time 
of  Gordian  III,  and  are;  I .  of  Asclepius 
(of  which  Svoronos  lists  4) ;  2.  of  Deme- 
ter or  Triptolemus  (of  which  Svoronos 
lists  9) ;  and  3.  of  the  Acropolis  (of  which 
Svoronos  lists  3,  but  represents  4 — per- 
haps one  specimen  was  in  the  collection 
before  or  else  it  was  merely  photo- 
graphed but  not  retained  by  Svoronos). 
The  obverse  of  these  three  coins  has  a 


helmeted  head  of  Athena,  differing 
somewhat  in  detail  in  the  three  speci- 
mens. The  reverse  is,  of  course,  the  more 
interesting  side.  I  will  describe  briefly 
each  one  (see  p.  180).  i.  Asclepius  is 
represented  as  standing  nearly  front, 
though  his  feet  and  head  are  turned  to 
the  left  (of  the  spectator).  In  his  ex- 
tended right  hand  he  has  his  regular 
attribute,  a  staff  with  a  snake  twined 
about  it.  The  inscription  NfilAN  HeA  is 
from  right  to  left  (very  unusual  in  the 
various  types  of  these  bronze  coins  as 
listed  by  Svoronos).  There  seems  to  be 
a  little  plug,  perhaps  of  lead,  that  goes 
part  way  through  the  letter  0.  2.  Deme- 
ter (or  Triptolemus)  is  represented  as 
standing  in  a  chariot  drawn  by  winged 
snakes.  The  wings  are  seen  plainly  just 
below  the  heads  of  the  serpents.  The 
figure  of  the  person  has  the  reins  in  the 
right  hand  and  either  a  torch  or  corn  in 
the  left  hand.  If  it  is  a  torch,  the  figure 
is  probably  meant  for  Demeter;  if  it  is 
corn,  the  figure  may  be  either  Demeter 
or  Triptolemus.  It  is  hard  to  make  out 
from  the  form  or  from  the  garments 
whether  the  figure  is  meant  to  be  male 
or  female.  The  inscription,  as  far  as  can 
be  made  out,  is  A0HN  on.  3.  The 
Acropolis  is  represented,  though  with 
no  great  accuracy  of  detail.  At  the 
extreme  right  are  steps  leading  up  to 
the  PropylEea,  which  are  rather  con- 
ventionally represented  by  the  end  of  a 
structure  showing  four  columns.  To 
the  left  of  the  lower  part  of  the  steps 
are  seen  two  caves,  evidently  those 
sacred  to  Apollo  and  to  Pan.  Above  on 
the  Acropolis  is  a  colossal  statue  of 
Athena.  We  should  like  to  call  it 
Athena  Promachus,  as  it  is  located 
where  this  statue  should  be  found.  The 
goddess  is,  however,  holding  in  her  right 
hand  a  small  figure,  undoubtedly  a 
Nike.  At  the  left  the  spear  and  shield 
can  also  be  made  out.   So  the  goddess 
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resembles  more  the  Athena  Parthenos 
than  the  Athena  Promachus.  Still 
farther  to  the  left  is  the  Parthenon,  with 
a  wrong  orientation,  as  we  seem  to  be 
looking  directly  into  the  western  end, 
while  the  general  view  is  from  the 
northwest.  The  roof  is  more  as  it  would 
appear  if  we  were  looking  from  about 
due  north.  Below,  the  masonry  of  the 
Acropolis  is  shown  with  some  detail. 
The  lettering  is  somewhat  small  but 
very  distinct  A0HNAI  on. 

As  Svoronos  intimates,  this  general 
type  of  coin  was  known  before  the  time 
of  the  Eleusis  find.  It  had  been  used 
for  illustrative  purposes  in  various 
books  on  archaeological  subjects,  espe- 
cially by  Imhoof-Blumer  and  Gardner 
in  their  "Numismatic  Commentary  on 
Pausanias."  In  this  book  they  show 
representations  of  Asclepius,  Demeter 
(or  Triptolemus),  and  the  Acropolis. 
Of  the  last  they  give  three  illustrations, 
one  of  which  is  in  the  British  Museum, 
a  second  is  in  the  possession  of  Imhoof, 
and  the  third  is  in  Paris.  Besides,  they 
show  two  slightly  different  ones,  that 
are  in  Vienna  and  Berlin.  (None  of 
these  specimens,  in  my  judgment — 
that  is,  if  the  book  copies  do  them  jus- 
tice— is  so  good  as  the  specimen  in  my 


It  may  not  be  without  interest  to  go 
back  a  generation  before  the  time  of 
this  commentary  of  Imhoof-Blumer  and 
Gardner,  and  see  what  Beul^  has  to  say 
about  this  type  of  coin,  in  his  book, 
published  in  1858  and  entitled  "Les 
Monnaies  D'Ath&nes."  Many  of  the 
types  catalogued  by  Svoronos  in  1903 
were  already  known  to  Beule  in  1858. 
He  makes  no  mention,  however,  of  the 
type  of  Asclepius  or  of  Demeter  (or 
Triptolemus).  About  the  Acropolis 
type  he  has  this  to  say,  after  speaking 
of  an  Athena  and  Marsyas,  and  the 
contest  between  Athena  and  Poseidon : 


"The  bronze  coins  that  represent  the 
citadel  sacred  to  Athena,  the  Acropolis 
of  Athens,  are  almost  as  rare  as  the  two 
bronze  coins  of  the  preceding  plate,  for 
the  group  of  Athena  and  Marsyas  is 
still  known  by  only  a  single  example 
(Svoronos  gives  two  in  his  list).  Leake 
has  published  the  two  coins  which  give 
the  Acropolis  seen  from  the  side  of  the 
grotto  of  Pan,  and  of  the  Theater  of 
Dionysus.  The  first  (the  Acropolis)  is 
found  in  the  British  Museum,  in  the 
collection  at  Paris,  in  the  collection  of 
St.  Petersburg,  in  the  collection  of  the 
Marquis  de  Lagy,  and  in  one  or  two 
private  collections.  The  Paris  specimen 
shows  Pan  in  the  cave  playing  the 
flute."  In  his  plate  Beul^  gives  one 
that  shows  the  Acropolis  from  the  north 
and  another  that  shows  the  objects  in 
reverse  order.  The  cave  is  seen  in  both 
these  views. 

Perhaps  the  best  commentary  on  the 
value  of  these  bronze  Athenian  coins  of 
the  Imperial  period  that  were  found  at 
Eleusis,  would  be  gained  by  a  com- 
parison of  the  statement  made  by  Head 
in  his  first  edition  of  his  "Historia 
Numorum,"  published  in  1887  with 
that  made  in  his  second  and  enlarged 
edition  of  191 1.  I  cannot  take  the  space 
to  quote.  I  may  say,  however,  that  in 
his  first  edition  Head  embodies  in  three 
short  sentences  all  that  he  has  to  say  in 
general  about  bronze  coinage  of  that 
period,  and  then  goes  on  to  speak  of 
the  types.  In  his  enlarged  edition  he 
refers  to  the  article  by  Svoronos,  and 
uses  a  great  deal  of  the  information 
contained  in  that  article. 

You  will  remember  that  Svoronos 
makes  a  statement  to  the  effect  that 
many  coins  of  this  Eleusis  find  escaped 
from  the  authorities  of  Greece.  Query, 
have  we  an  echo  of  this  statement  in 
the  notices  of  sales  of  collections  an- 
nounced  within   a   few   years  of   the 
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'find'?  I  ran  across  three  catalogues  of 
sales,  made  up  by  Dr.  Jacob  Hirsch  of 
Munich,  and  offered  for  sale  in  1905, 
1908,  and  1909.  Let  me  speak  of  the 
second  of  these  first.  This  represented 
the  collection  of  the  Consul  Edward 
Friedrich  Weber  of  Hamburg.  There 
were  4,747  Greek  coins  listed  in  the 
collection.  Of  this  total  there  were  11 
of  the  Attic  bronze  coins  of  the  Imperial 
period.  Asclepius  and  De meter  (or 
Triptolemus)  were  not  represented. 
There  were  two  specimens  of  the  view  of 
the  Acropolis.  The  first  gave  the  north 
view,  with  Athena  Parthenos,  the 
Propylaea,  the  Parthenon,  and  the 
Cave  of  Pan.  It  is  described  in  the 
catalogue  as  "good"  and  "extremely 
rare."  The  other  showed  the  reverse 
view,  except  that  there  were  two  caves. 
This,  too,  is  described  as  "very  good" 
and  "extremely  rare."  (May  I  be  par- 
doned for  saying  that  neither  specimen 
is  so  good  as  the  one  in  my  possession?) 

The  third  catalogue  represented  the 
collection  of  Gustav  Phillipson  of  Co- 
penhagen. There  was  neither  an  Ascle- 
pius nor  a  Demeter  in  this  catalogue, 
and  only  one  view  of  the  Acropolis. 
That  is  a  view  from  the  north  and  is 
described  as  "very  good  and  very  rare." 
The  steps,  the  Parthenon,  and  the 
statue  are  pretty  good;  the  Propylsea 
are  not  clear. 

In  the  catalogue  of  1905  there  is  no 
name  given  for  the  collector.  The  only 
specimens  of  the  coins  under  considera- 
tion were  two,  both  of  the  Acropolis. 
One  showed  the  view  from  the  north, 
but  was  in  rather  a  bad  state  of  preser- 
vation. Still  it  was  listed  as  worth  55 
marks.  The  other  was  a  very  good  spec- 
imen, showing  the  view  reversed — with 
two  caves  visible.  This  is  noted  in  the 
catalogue  as  "extremely  rare"  and  listed 
at  205  marks.  See  p.  180,  Nos.  15-18. 


In  the  catalogue  of  Greek  coins  in 
the  Hunterian  Collection,  University  of 
Glasgow,  Volume  II,  1906,  there  is  an 
illustration  of  Demeter  standing  in  a 
car  drawn  by  winged  serpents;  she  holds 
an  ear  of  corn  and  a  torch.  There  is 
also  a  Triptolemus  (or  Demeter)  seated 
in  a  winged  car  drawn  by  two  serpents; 
in  the  hands  are  an  ear  of  corn  and  a 
torch.  There  is  also  a  description  of  an 
Asclepius  standing,  with  his  head  to  the 
left,  and  leaning  on  his  staff;  but  there 
is  no  illustration  of  this  type.  There  is 
no  reference  in  this  catalogue  to  any 
coins  that  show  the  Acropolis. 

There  are  no  coins  of  the  kind  under 
discussion  in  the  Metropolitan  Mu- 
seum, New  York.  The  Museum  of 
Fine  Arts,  Boston,  has  a  somewhat 
mutilated  and  indistinct  specimen  of 
the  Acropolis  type.  It  has  not  the 
normal,  northern  view,  but  the  reverse. 
The  steps,  the  Propylaea,  the  Parthe- 
non, and  the  Athena  are  not  distinct. 
The  head  of  the  goddess  is  missing, 
lost  in  the  mutilated  part  of  the  coin. 
The  presence  of  the  caves  is  not  cer- 
tain, though  there  are  slight  signs  of 
two.  The  letters  naiqm  are  visible  on 
the  right  side  of  the  coin;  probably 
AeH  were  on  the  other  side;  there  seems 
to  be  a  slight  trace  of  these  letters. 

I  trust  that  I  have  said  enough  in 
this  short  and  necessarily  incomplete 
account  to  show  that  this  "find"  at 
Eleusis  was  very  important  as  adding 
materially  to  our  knowledge  of  the 
bronze  coinage  of  the  Imperial  Period, 
and  to  attach  some  interest  to  the  his- 
tory of  the  three  Greek  coins  which 
came  into  my  hands,  though  my  hands 
have  many  times  itched  for  the  larger 
number  that  might  have  enriched  some 
collection  this  side  of  the  water,  had 
the  Greek  laws  in  regard  to  archaeo- 
logical objects  been  less  strict. 

WiUiams  CotUge 
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ON  THE  VIA  APPIA 

The  horses'  feet  upon  the  Appian  Way 
Ring  clear  and  loud  in  this  gtill  evening  air; 
We  leave  immortal  Rome  without  the  blare 
Of  brazen  horns  and  drums  that  marked  the  day, 

The  proud  Csecilia  Metella  lay 
Still  fair;  borne  slow  to  this  campagna,  where 
That  turret  stands  and  flings  its  empty  stare 
To  mock  th'  immortal  hills  and  mountains  gray. 

Where  now  the  Seneca,  whose  fane,  a  pile 

Of  barren  bricks,  arrests  the  wandering  eye? 

The  tombs,  the  town,  the  world  of  Rome  are  dead. 

Here,  naught  endures  that  man  has  wrought.    Yet  while 
The  sun's  red  disk  sinks  low,  the  pink  tints  die, 
The  yellow  moon  rides  glorious  overhead. 
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THE  APPIAN  WAY  FROM  ROME  TO  FORMIA 

Katharine  Allen 


IN  the  year  312  B.C.  the  Roman  cen- 
sor Appius  Claudius  laid  out  the 
Appian  Way  from  Rome  to  Capua. 
In  the  year  1917  a.d.  long  stretches  of 
this  road  are  still  in  use,  and  patches 
of  paving  stones  dating  back  to  Roman 
times  are  still  in  situ  here  and  there. 
This  unusual  state  of  preservation,  ex- 
tending also  to  its  attendant  monu- 
ments, and  the  halo  of  historical  and 
literary  association  that  has  gathered 
about  it  in  the  more  than  two  thousand 
years  of  its  existence,  make  the  Appian 
Way  to  the  modern  traveler  as  it  was  to 
the  ancient,  a  "Queen  of  Roads,"  and 
give  it  an  individuality  that  amounts 
almost  to  personality. 

This  is  true  even  in  the  manner  of  its 
appeal  to  such  as  know  it  only  in  the 
first  few  miles  of  its  long  journey,  while 
those  who  become  acquainted  with  it 
in  the  more  remote  parts  of  its  route, 
beyond  the  immediate  environs  of 
Rome,  find  in  each  section  that  is 
brought  within  the  compass  of  this 
acquaintance  a  character  and  a  charm 
peculiarly  its  own.  For  in  certain  nat- 
ural features  of  the  country  through 
which  it  passes,  in  certain  monuments 
that  mark  its  relation  to  ancient  life, 
and  in  its  relations  to  the  life  of  the 
present,  the  Appian  Way  varies  with 
each  few  miles  of  its  extent,  and  falls 
naturally  into  sections  differing  not- 
ably from  one  another,  and  set  apart 
as  if  designedly,  by  certain  landmarks 
both  natural  and  artificial.  Such  land- 
marks, in  the  first  seventy-five  miles  of 
its  course,  are  the  Porta  San  Sebastiano, 
the  tomb  of  Caecilia  Metelta,  the  Tor  di 
Selce,  the  tram  "fermata"  of  Le  Frat- 
tocchie,  Velletri,  or  perhaps  better,  Cis- 
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terna,  on  the  edge  of  the  Alban  Hills, 
Terracina,  with  its  monumental  "Pesco 
Montano,"  Fondi,  in  its  plain,  and 
Formia,  on  the  promontory  of  Gaeta. 
The  last  five  of  these  happen  to  corre- 
spond fairly  closely  to  regular  stations 
on  the  road  in  Roman  times. 

The  Appian  Way  left  Rome  origin- 
ally by  the  Porta  Capena,  in  the  "Ser- 
vian" wall  of  the  fourth  century  B.C. 
The  location  of  this  gate  is  attested  by 
portions  of  its  foundations,  formerly  in 
the  cellar  of  a  small  building  not  far 
from  the  baths  of  Caracalla,  in  the 
region  now  included  in  the  new  Zona 
Monumentale.  When  the  Aurelian  wall 
was  built  in  the  third  century  after 
Christ,  the  road  passed  through  it  by 
the  Porta  Appia,  represented  today  by 
the  Porta  San  Sebastiano  (p.  192).  Its 
first  segment  is  therefore  within  the  cir- 
cuit of  modern  Rome,  partly  coincident 
with  modern  streets,  and  owing  to  the 
proximity  of  some  of  the  most  interest- 
ing monuments  of  the  ancient  city,  such 
as  the  baths  of  Caracalla  and  the  tomb 
of  the  Scipios,  it  often  finds  a  place  in 
the  itinerary  of  even  the  hurried  tourist. 

What  may  be  called  the  suburban 
section,  the  three  miles  from  the  city 
gate  to  the  tomb  of  Ciecilia  Metella,  is 
also  easily  accessible  and  visited  by 
hordes  of  sightseers,  attracted  chiefly 
by  the  church  of  Quo  Vadis  and  the 
catacombs  of  St.  Calixtus.  The  general 
impression  gained  here  of  the  road 
itself  is  apt  to  be  that  of  a  dusty, 
crowded  thoroughfare,  shut  in  by  high 
walls,  with  only  a  glimpse  of  the  beauty 
and  a  hint  of  the  allurements  of  the 
open  country  disclosed  in  the  last  half 
mile  or  so  before  it  reaches  the  tomb. 
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which  stands  for  many  travelers  as  a 
solitary  Pillar  of  Hercules,  marking  the 
entrance  to  the  unknown. 

In  the  next  three  or  four  miles,  end- 
ing with  the  Tor  di  Selce,  is  seen  the 
Appian  Way  which  the  artist  and  the 
archaeologist  have  made  familiar  to  the 
world  at  large.  It  is  flanked  by  broken 
yet  continuous  lines  of  tombs,  which 
time  has  moulded  into  fantastic  shapes 
of  endless  variety  and  tinted  with  dull 
reds  and  grays  and  yellows  that  blend 
with  the  earth  and  stand  out  against 
the  sky.  No  high  walls  confine  it  here, 
and,  running  on  a  bed  of  lava  above  the 
general  level  of  the  plain,  it  commands 
the  whole  sweep  of  the  Campagna,  from 
the  ruin-sprinkled  foreground  into  the 
hazy  distance  where  the  Sabine  and 
Alban  mountains  limit  it.  Cf.  pp.  194, 
198  and  Figs,  i,  2,  and  3. 

At  the  Tor  di  Selce  the  road,  accord- 
ing to  Baedeker,  becomes  "less  interest- 
ing." This  is  true  so  far  as  the  visible 
remains  of  antiquity  are  concerned. 
The  tombs  are  fewer  and  very  ruinous. 
The  road  is  often  traced  only  in  shallow 
ruts.  (Fig.  4),  andwhere  the  ancient  pav- 
ing stones  are  still  in  place  grasses  grow 
between  and  almost  hide  them.  But 
though  its  tangible  monuments  are  few, 
it  is  here  alone  that  the  spirit  of  an- 
tiquity seems  to  dwell  in  unyielding 
dominance,  and  to  obliterate  present 
and  future  alike.  With  the  luminous 
mists  that  creep  across  the  plain  at 
sunset  time  and  fling  an  unearthly  glory 
on  land  and  sky,  the  infinite  past,  with 
all  its  charm  of  the  remote  and  the 
mysterious,  sweeps  back  across  the  cen- 
turies and  clings,  unescapable,  about 
the  wayfarer  on  the  lonely  road. 

At  Le  Frattocchie  the  new  Appian 
Way  unites  with  the  old,  and  in  the  four 
miles  between  that  point  and  Albano 
the  present  again  forces  its  claims  in- 
sistently upon  the  past,  as  the  Albano 

[195I 


tram  rushes  between  the  sparsely  scat- 
tered   tombs    and    ancient    milestones. 
The  views  on  all  sides  are  wide  and   ' 
lovely  still,  but  the  spirit  of  the  road 
has  changed,  and  its  charm  has  faded. 

From  Albano  the  Appian  Way  crosses, 
often  by  steep  grades,  the  heights  and 
hollows  of  the  Alban  Hills,  sometimes 
in  unison  with  modern  highways,  some- 
times apart  from  them.  It  traverses  the 
valley  of  Aricia,  where  its  great  sub- 
structures still  remain  below  the  route 
of  the  present  road,  to  a  point  between 
Civita  Lavinia  and  Velletri,  and  thence 
drops  gradually  to  Cisterna,  situated 
on  the  last  hill  (two  hundred  and  fifty 
feet  above  sea-level)  to  be  encountered 
in  its  course  for  nearly  thirty  miles. 

From  the  Alban  Hills  to  Terracina 
the  old  road  is  still  for  the  most  part 
in  use  and  runs  straight  as  an  arrow's 
flight  across  the  country.  This  is  the 
Pontine  district,  an  area  of  level  land 
stretching  south  and  east  between  the 
Monte  Lepini  and  the  sea,  some  forty 
miles  long  (counting  from  Velletri)  and 
from  six  to  eleven  wide.  The  southern 
two-thirds  of  this  tract  is  a  vast  swamp, 
the  famous  Pontine  Marshes,  the  re- 
clamation of  which  from  the  dominance 
of  flood  and  pestilence  has  been  the 
persistent  problem  of  both  ancient  Rome 
and  modern  Italy.  Owing  to  the  diffi- 
culty of  keeping  the  road  in  repair  here, 
a  canal  was  commonly  used  in  ancient 
times,  for  a  distance  of  nineteen  miles 
(Figs.  5,  6),  between  Foro  Appio  and 
Terracina,  as  Horace  testifies.  The  road 
in  this  part  of  its  course  has  naturally 
been  subject  to  many  restorations,  the 
last  important  one  being  accomplished 
near  the  end  of  the  eighteenth  century 
by  Pius  VI,  who  also  made  canal  travel 
possible  as  far  inland  as  Torre  Tre  Ponti. 

The  highway  which  preceded  the 
Appian  kept  safely  close  to  the  hills  as 
the  railroad  does  today.    But  Appius 


.y  Google 


2« 
IS 

is 

ii 

s 


si 


S  5 


,  Google 


ART  AND  ARCHAEOLOGY 


Claudius,  in  the  uncompromising  spirit 
which  in  general  governed  the  building 
of  Roman  roads  and  walls,  laid  out  his 
highway  by  the  shortest  line.  It  is  thus 
almost  like  a  bridge  connecting  the 
Alban  Hills  with  Terracina,  on  the 
Monte  St.  Angelo.  Much  of  this  dis- 
trict is  hardly  above  sea-level,  and 
dunes  along  the  coast  serve  not  only 
to  shut  out  the  waters  of  the  Mediter- 
ranean, but  also  to  shut  in  those  which 
rush  down  in  many  torrents  from  the 
hills  and  rise  from  springs  upon  the 
levels.  These  waters  stand  in  pools 
upon  the  lower  lands,  or  creep  in  chan- 
nels choked  by  luxuriant  water  weeds. 
In  some  portions  of  the  district  are 
tracts  of  rough  woodland,  but  the 
greater  part  is  covered  with  grasses  and 
other  low  growth,  intensely  green  in 
spring,  and  variegated  with  flowers  that 
outrival  those  of  the  Campagna.  The 
marsh  melts  into  the  sea  to  the  west, 
the  steel-gray  rocks  and  wooded  or 
vine-covered  slopes  of  the  Monte  Le- 
pini  bound  the  view  to  the  east,  and  to 
the  south  Monte  Circeo  rises  solitary 
like  an  island,  where  marsh  and  sea 
come  together.  A  few  miles  before 
Terracina  is  reached  the  Appian  Way 
and  the  railroad  converge,  and  enter  the 
town  side  by  side  (Fig.  7).  The  Monte 
St.  Angelo,  terminating  in  the  curious 
column  of  rock  known  as  the  Pesco 
Montano,  brings  the  mountain  range  to 
the  very  margin  of  the  sea,  on  the  south- 
east, and  separates  the  Pontine  Marshes 
from  the  plain  of  Fondi.  The  road  of 
Appius  Claudius  climbed  undaunted 
the  steep  northern  extremity  of  the  ridge 
(Fig.  8),  and  descended  on  the  other 
side.  But  in  the  early  imperial  period  a 
branch  road  was  constructed  around  the 
Pesco  Montano  between  it  and  the  sea 
(Fig.  9),  to  rejoin  the  older  road  in 
the  plain  three  miles  beyond  Terracina. 
To  make  room  for  the  passage  of  this 
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road,  one  hundred  and  twenty  feet, 
vertically,  of  the  Pesco  Montano  were 
cut  away,  and  each  ten  feet  of  down- 
ward progress  was  marked  in  large 
Roman  numerals  that  are  conspicuous 
on  the  face  of  the  cliff  today  (Fig.  10). 

The  town  of  Terracina,  the  ancient 
Volscian  Anxur,  lies  aslant  on  the  side 
of  the  mountain  spreading  downward 
to  the  shore.  The  temple  of  Jupiter 
Anxur  crowned  the  top  of  Monte  St. 
Angelo  looking  over  the  town  from  a 
height  of  seven  hundred  feet.  Its  sub- 
structures still  stand ,  as  a  gigantic  colon- 
nade, along  the  ridge.  This  temple,  like 
a  sentinel,  might  watch  the  Appian 
Way  in  each  direction.  The  view  from 
its  site,  embracing  the  long  line  of  prom- 
ontories and  islands,  from  the  Monte 
Circeo  even  to  Ischia,  on  a  clear  day, 
the  sweeping  outlines  of  the  mountains, 
the  dark  expanse  of  the  marsh,  crossed 
by  canals,  like  threads  of  silver  or  of 
gold,  and  etched  in  the  foreground  with 
the  irregular  outlines  of  the  town,  rivals 
many  of  greater  fame. 

From  Terracina  the  Appian  Way 
runs  some  fourteen  miles  to  the  south- 
eastern end  of  the  bay  of  Fondi,  where 
another  spur  of  the  mountains,  ending 
in  the  promontory  of  Gaeta,  lies  across 
its  path.  This  section  of  the  road  com- 
bines the  features  of  several  others  with 
some  peculiar  to  itself.  The  plain  of 
Fondi  is  in  a  general  way  like  the  Pon- 
tine district,  level  and  very  low — the 
town  of  Fondi  is  only  twenty-five  feet 
above  sea-level — between  a  curving 
range  of  mountains  and  the  sea.  It  is 
almost  a  half  moon  in  shape.  In  its 
western  horn  is  the  Lago  di  Fondi, 
while  the  town  of  Fondi  stands  near 
where  it  is  widest.  The  road  immedi- 
ately after  leaving  Terracina  is  wedged 
closely  between  the  Pesco  Montano  and 
the  water,  then  follows  the  bases  of  the 
hills,  leaving  the  Lago  di  Fondi  to  the 
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Fig.  S. — The  Canal  at  Terracina. 


Fig.  7.— The  Appian  Way  where  it  enters  Ter-  Fig.  8.— The  Appian  Way  of  the  Republic 

racina  from  the  northwest  looking  away  crossing  Monte  St.  Angelo  above  Terra- 

from  the  town.  ci'na. 


Fig.  9. — The  Appian  Way  of  the  Empire  FiG,  10. — The  face  of  the  Pesco  Montano, 

passing   around   the   Pesco   Montano  at  with  Roman  numerals. 
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Fig,  13. — Gate  of  Fondi. 


Fig,  14— The  new  road  and  the  old  between 
Fondi  and  Itri,  looking  toward  Fondi. 


Fig.  15. — Ancient  milestone  on  the  Appia 
Way  between  Itri  and  Formia. 
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right.  Where  the  space  between  hills 
and  lake  is  narrowest  was  formerly  the 
boundary  between  the  States  of  the 
Church  and  the  kingdom  of  Naples,  and 
here  rises  a  great  square  tower,  crowned 
with  heavy  battlements,  and  attached 
to  an  arch  which  spans  the  highway. 
Towers  of  this  general  type  are  a  unique 
characteristic  of  this  section  of  the  road. 
Nearer  to  Terracina  the  Torre  Gregori- 
ana  rises  from  foundations  in  the  water, 
just  beside  the  road,  at  a  spot  where  it 
commands  its  course  in  both  directions, 
and  the  Torre  del  Pesce  stands  in  the 
fields  not  far  from  where  the  two 
branches  of  the  Appian  Way  unite. 

Of  one  tomb,  commonly  assigned  to 
the  emperor  Galba  (Fig.  ii),  more 
than  a  dozen  courses  of  well-cut  stone 
are  still  in  place  on  one  side,  but  most 
bear  little  resemblance  to  any  name- 
able  work  of  architecture.  One  near 
Fondi  {Fig.  12),  from  the  top  of  which 
a  cypress  tree  grows  tall  and  straight, 
may  be  likened  to  a  gigantic  flower  pot. 

The  town  of  Fondi,  originally  a  sta- 
tion on  the  Appian  Way,  still  makes  use 
of  it  as  its  main  thoroughfare,  under  the 
name  of  Via  Appio  Claudio.  High 
buildings  confine  it  here,  timeworn  and 
picturesque,  and  streets  narrower  and 
darker  even  than  itself,  pour  into  it 
streams  of  busy  human  life.  The  medi- 
eval walls  and  gates  are  based  on  those 
of  the  Roman  period,  and  preserve  parts 
of  these  earlier  structures  (Fig.  13). 

For  about  three  miles  beyond  Fondi 
the  road-bed  continues  nearly  level. 
Then  begins  the  ascent  of  the  hills  to 
the  other  side  of  which,  close  to  the  sea, 
lie  Gaeta  and  Formia.  These  hills  are 
steep  and  often  cone-like  in  contour, 
treeless  in  most  parts,  but  not  bare  of 
lesser  vegetation.  The  narrow  valley  of 
St.  Andrea  penetrates  them,  and  just 
where  it  begins  a  new  road,  now  used 
as  the  highway,  turns  off  from  the  old. 
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Both  follow  the  valley,  the  new  on  the 
left,  the  old  on  the  right  side,  accom- 
panied by  twentieth-century  telegraph 
poles.  From  far  up  the  valley  the  lines 
of  both  roads  can  be  traced  down  and 
back  to  where  they  unite,  and  finally 
disappear  in  the  white  blur  of  the  walls 
of  Fondi.  The  highest  part  of  the  pass 
is  only  about  eight  hundred  and  fifty 
feet  above  sea-level,  but  the  ascent 
seems  out  of  all  proportion  long,  and 
the  character  of  the  country,  if  not  its 
elevation,  is  more  appropriately  desig- 
nated as  mountainous  than  hilly.  The 
two  roads  run  in  sight  of  one  another 
(Fig.  14)  and  ancient  substructures, 
bridges,  and  ruins  of  buildings  that 
stand  beside  it  indicate  the  course  of 
the  old  road  to  those  that  look  across 
the  valley  from  the  other.  Modern 
habitations  seem  altogether  lacking  in 
this  part  of  the  way,  and  one  is  likely 
to  meet  hardly  a  human  being,  till  Itri 
at  the  head  of  the  pass  is  reached.  In 
these  mountains  the  robbers  of  olden 
times  had  their  lurking  places,  and  this 
town  was  the  birthplace  of  our  child- 
hood's friend  of  the  clattering  boots. 
Fra  Diavolo.  Beyond  Itri  the  two  roads 
again  unite  and  the  route  is  marked  by 
several  ancient  milestones.  One  (Fig. 
15)  is  imbedded  in  a  modern  wall, 
another  (Fig.  16)  set  on  a  pedestal  rest- 
ing on  a  bit  of  ancient  pavement,  near 
the  railroad.  As  Formia  is  approached  a 
wonderful  prospect  of  sea  and  winding 
shore-line  opens,  far  below,  while  in 
the  foreground,  rising  from  a  field  upon 
the  right,  the  tomb  that  bears  the  name 
of  Cicero,  who  met  his  death  at  Formia, 
stands  like  a  giant  milestone  to  set  the 
limit  to  this  section  of  the  Way,  and 
direct  the  traveler  to  a  halting  place  in 
the  little  town  that  follows  the  white 
crescent  of  the  beach  around  the  bay. 
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READING  INTO  TEMPE 

Edwina  Stanton  Babcock 

(^•ahoT  of  "Gittk  W^fartrs") 


THE  light  on  the  Thessalian  plain 
was  crystal  bright.  It  broke  into 
cool  waves  at  the  feet  of  Mount 
Olympus,  but  along  the  bare  stretches 
of  the  road  it  made  the  eyes  dry, thirsty, 
until  every  passing  spot  of  color  seemed 
liquid. 

We  sat  back  in  the  little  carriage  and 
kept  our  counsel.  Because  of  the  dust, 
the  infrequency  of  travelers,  and  the 
eternal  withdrawal  of  snow-crowned 
Olympus,  it  was  easy  to  take  things 
calmly.  It  was  not  until  we  passed  a 
single  pepper  tree  showering  out  in 
spring  softness,  that  I  noticed  effort  in 
Marianthe. 

"Even  that  tree  makes  me  wonder 
if  I  can  hold  out";  she  spoke  with  evi- 
dent repression.  "I  know  that  to  be 
true  to  our  compact  I  ought  not  to  have 
seen  that  pepper  tree  at  all!  I  ought 
not  to  have  cared  for  its  delicate  fronds 
and  hanging  scarlet,  nor  the  way  it 
seemed  to  float  away  from  us;  but  I 
thought  right  away  of  Daphne." 

I  smiled.  She  went  on.  "I  am  afraid 
that  you  and  I  were  born  with  an  uncon- 
querable habit  of  reading  into  things. 
It  is  a  great  disadvantage.  (Now,  what 
was  that  bird  that  just  flew  by?)" 

"(A  crow  probably.)"  My  answer 
was  stiff,  dry,  unenthusiastic.  So  far  I 
had  myself  better  in  hand  than  had 
my  companion,  who  now  looked  upon 
me  with  suspicion. 

"Is  evasion  quite  the  thing?"  she 
inquired.  "You  say  'crow'  and  look 
casual,  but  your  heart  is  singing,  'That 
ivas  a  Greek  Bird — a  Bird  on  the  Thes- 
salian Plain.'    That  makes  the  differ- 
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ence.  It  makes  everything  different." 
Marianthe  looked  earnestly  at  me  add- 
ing, "The  very  dust  of  this  road — it's 
Greek  dust,  the  flocks  of  Admetus 
might  have  trampled  it." 

I  shook  my  head  reprovingly.  "The 
grass — other  people  would  say  it  was 
thin  and  blotched  with  stones  and 
thorny  thyme ;  we  say  it's  Greek  grass, 
monographed  with  flower  outlines,  skia- 
graphed  in  stains  of  purple  and  rose." 

She  made  no  answer.  I  closed  my 
sunshade. 

"Now  then,"  decidedly.  "We  must 
stop  right  here,  or  rather  we  must  begin 
right  here  and  do  no  more  reading  into 
things.  We  have  a  new  truth  to  our 
age,  we  must  no  longer  ignore  that 
truth.  Classicism,  we  are  told,  is  dead. 
You  and  I  have  agreed  that  since  the 
Futurists  have  decided  to  do  without 
the  Past,  to  'cut  out  Antiquity'  as  the 
young  person  on  the  Acropolis  put  it, 
it  is  mere  weakness  for  us  as  individuals 
to  dwell  upon  any  phase  of  that  Past. 
You  know  how  we  felt  after  we  had 
talked  with  that  young  person  on  the 
Acropolis?  We  saw  that  our  entire  pil- 
grimage through  Greece  had  been  a  mis- 
take. Now  we  are  convinced  that  if  we 
wish  to  triumph,  to  assist  the  develop- 
ment of  our  age,  we  must  put  a  check 
upon  our  imaginations.  We  mustn't 
read  into  things!  Above  all,  we  must 
be  particular  in  the  Vale  of  Tempe;  we 
must  connote  nothing  but  what  is  really 
there." 

Marianthe  looked  discouraged,  the 
allusion  to  the  young  person  on  the 
Acropolis  clearly  depressed  her. 
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"How  he  sat  there,  on  the  steps  of 
the  Parthenon,  waving  his  stick,  saying 
things." 

"With  what  power,"  I  answered 
grimly — "with  what  peculiar  power  he 
looked  off  to  the  bay  of  Phalerum  and 
the  Eleusinian  way  and  called  it  'Some 
View.'  ....  But,"  I  added  with  a 
sort  of  desperation,  "he  had  an  idea." 

My  companion  was  silent.  I  went  on 
determinedly.  "Yes.  I  can't  help  think- 
ing that  he  had  an  idea.  He  said  that 
we  of  the  New  World  would  never  pro- 
duce anything  new  in  art  while  we  lived 
in  the  dreams  of  worn-out  civilizations; 
that  sounded  reasonable." 

Marianthe,  eyes  upon  far-ahead, 
snow-crowned  Olympus,  demurred. 
"And  so  he  and  his  saturnine  compan- 
ions measured  everything  on  the  Acrop- 
olis and  at  Delphi,"  she  complained. 
"They  ignored  the  history,  the  mythol- 
ogy, the  glorious  natural  beauty  of 
Greece — but  their  measurements,  so 
they  conceived,  would  be  valuable  in 
proving  the  superiority  of  American 
garages  over  Greek  temples!" 

We  leaned  out  of  the  carriage  to  gaze 
upon  a  threshing  floor,  its  white  mosaic, 
set  in  the  green,  looking  like  a  temple 
foundation.  We  connoted  a  well,  the 
usual  Levantine  wheel  rimmed  with 
earthen  pots,  a  "noria"  turned  by  a 
patient  horse;  then  I  settled  back. 

But  Marianthe  had  seen  something 
ahead  that  interested  her;  she  leaned 
forward  appealing  to  our  driver. 

"These  strange-looking  white  tents, 
Demetri,  what  are  they?  A  Wallachian 
village?  Do  you  think  you  can  keep 
those  sheep  dogs  from  eating  us?" 

The  Wallachian  encampment,  like 
many  of  the  nomadic  villages  to  be  seen 
on  the  plains  and  mountain  sides  of 
Thessaly,  consisted  of  dingy  tents 
placed  nearly  at  the  foot  of  Ossa,  before 
one  entered  the  "Cuttings"  or  green 
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Vale  of  Tempe,  through  which  the 
milky  Peneius  carries  its  historic  cur- 
rent from  Thessaly  into  the  Gulf  of 
Salonica.  These  tents  and  their  adjoin- 
ing wattled  sheepfolds  were  pitched  in 
spring  fields  freckled  with  rosy  daisies, 
where  little  white  kids  leapt,  or  small 
donkeys  stood  immovable  amid  the 
tinkling  erratic  flocks  of  bell-happed 
goats. 

A  handsome  boy,  clad  in  hooded 
sheepskin,  lay  amid  the  sun-steeped 
thyme  playing  dreamily  a  wooden  pipe. 
A  scarlet-skirted  woman  stirred  white 
curds  in  a  huge  kettle  hanging  from  an 
ancient  olive  tree;  another  woman,  her 
brilliant  purple  garment  wrapped 
around  her  tall  free-stepping  form,  was 
washing  clothes  in  a  square  wooden 
trough.  In  an  embroidered  bag  hanging 
from  another  branch  of  the  olive,  slept  a 
Vlach  baby.  From  the  mountain  slopes 
the  breeze  brought  the  perfume  of 
grape-vine  and  wild  figs. 

We  were  silent.  We  distrusted  each 
other.    At  last,  with  caution,  I  spoke. 

"Don't  let  this  remind  you  of  any- 
thing. Our  duty  is,  first,  to  look  upon 
the  Wallachians  as  a  kind  of  Cubist 
Spots.  Then,  as  a  possible  Social  Ex- 
periment. To  be  really  constructive,  we 
must  ask  ourselves  how  clean  they  are, 
then,  how  can  we  educate  them,  give 
them  correct  washtubs  and  make  them 
discontented?" 

"We  must  abolish  these  Wallachian 
babies  hanging  in  embroidered  bags," 
began  Marianthe  firmly. 

"We  must  abolish  the  bags  first,"  I 
agreed,  "and  then  tackle  the  babies." 

My  companion  remarked  that  the 
young  person  on  the  Acropolis  had  got- 
ten the  Vlachs  down  pat.  "They  were," 
so  he  had  told  her,  "partly  Roman, 
partly  Thracian,  and  partly  Dacian. 
They  never  settled  anywhere  perma- 
nently, but  wandered  all  over  Greece 
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wherever  the  pasturage  was  good  for 
their  flocks."  The  young  person  on  the 
Acropolis,  so  Marianthe  explained,  had 
been  getting  material  for  a  book  about 
the  Vlachs. 

"  If  he  makes  his  whole  book  out  of  the 
Roumanian  embroideries  on  that  wo- 
man'sskirt,"  I  admitted,  "if  hecan  paint 
the  look  of  those  campfires  at  night,  the 
huddled  sheep,  the  leaping  dogs,  and  get 
in  theThessalian  shepherd  songs  .  .  .  ." 

Before  Marianthe  could  respond  we 
passed  a  black-hooded  Greek,  riding 
sidewise  on  a  donkey,  beating  his  bare 
heels  lightly  and  rhythmically  into  the 
little  beast's  sides.  The  advent  of  this 
donkey  on  the  highway  started  a  gen- 
eral excitement  among  the  beasts  of  the 
Wallachian  encampment.  Two  biack- 
faced  cows  grew  rebellious,  the  goats 
see-sawed  on  the  air,  the  kids  cavorted, 
the  donkeys  stiffened.  A  white  horse 
broke  loose;  this  white  horse  wore  a 
collar  of  bells  and  had  a  faded  wreath 
around  his  neck,  doubtless  to  keep  off 
bad  luck;  the  white  horse  took  on  a 
sort  of  spring  ecstasy,  and  dragging  his 
tether  after  him  pranced  along  the  field 
by  our  carriage  to  the  mingling  of 
hoarse  peasant  and  gypsy  cries. 

"Oolz!  Deeeee!  Ella!  EUaf  Pros! 
Pros!''  the  morning  was  carnival  with 
barking  dogs,  with  hurtling  eloquence 
of  the  Thessaiian  plain.  The  heavy 
sticks  of  the  Wallachian  shepherds  de- 
scended upon  recreant  flanks,  and  we 
left  them;  tents,  men,  and  animals,  an 
Asiatic  picture  in  the  dust. 

It  was  soothing  to  gaze  ahead  of  our 
carriage;  to  feel  the  sunny  air  slowly 
growing  chill.  It  was  reassuring  to  look 
up  at  Olympus  where  the  white  clouds 
paused,  and  to  think  of  the  gods — 
strange,  calm,  golden-naked  beings, 
alighting  from  those  white  dirigibles,  to 
stride  along  sky-y  heights.  I  made  no 
more  protest,  but  I  analyzed. 


"We  may  have  been  'easy  prey,'  as 
you  call  it,  but  we  weren't  what  that 
young  person  thought  us — artificial.  In 
my  own  case,  it  isn't  as  if  1  deliberately 
got  up  my  enthusiasms.  It  isn't  as  if  I 
said  to  myself,  'Now  I  will  be  sentimen- 
tal' and  turned  on  the  power.  To  me, 
being  an  American  must  forever  mean, 
being  played  upon  by  the  dreams  of 
ancient  civilizations,  until  I  become 
seasoned,  mellowed,  until  like  a  per- 
fected instrument  my  mind  gives  forth 
its  own  music,  keyed  more  exultant, 
more  daring."  I  paused,  the  carriage 
passed  a  bank  of  dewy  white  rock- 
cistus  before  I  went  on. 

"If  you've  thought  about  Greek 
things  ever  since  your  bread  and  mo- 
lasses days;  if  Greece  has  been  actually 
another  universe  to  you,  another  ball- 
of-dreams  you  live  in;  if  you  played 
Jason  in  wash  tubs  with  croquet  mal- 
lets with  your  brothers,  and  Cadmus 
out  in  the  waving  corn  with  your  friends. 
Narcissus  in  the  rain  barrel,  and 
Daphne  in  the  spring  woods;  if  your 
four  bed-posts  were  Apollo,  Hermes, 
Demeter,  and  Artemis  instead  of 
Mathew,  Mark,  Luke,  and  John.  .  .  ." 

Marianthe's  lips  were  whimsical. 

"Oh,  don't  1  know?"  she  asked  it 
feelingly.  "Didn't  we  have  a  lamp- 
shade in  the  library  with  Greek  soldiers 
on  it?  Four  of  them,  profile,  with  round 
shields  ....  they  were  my  Iliad! 
And  when  I  visited  my  grandmother's, 
wasn't  there  a  big  picture  of  a  Doric 
temple  over  my  bed?  So  that  every 
night  when  I  fell  asleep  I  dreamed  my 
way  into  that  temple,  for  strange  sacred 
rites  no  one  had  ever  described  to  me 
....  but,"  eyes  softening  with  memo- 
ries, "they  were  rites  that  I  understood 
then  better  than  I  do  now." 

Then  we  grew  defiant  again  and  said 
that  this  sort  of  thing  was  certainly  not 
the  abhorred   thing  called    "culture," 
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for,  if  we  had  been  washerwomen  we 
should  have  dreamed  about  the  j^gean 
every  Monday  over  the  blueing  tub. 
And,  if  we  had  been  butchers,  red  blood 
would  have  set  us  to  thinking  about  the 
Threasian  poppies  and  Peloponnesian 
roses  and  Olympian  pomegranates.  And 
we  told  each  other  how  one  column, 
against  a  blue  sky,  could  have  been 
Greece  to  us. 

The  road  gradually  left  the  plain  and 
began  a  rocky  winding  through  thick 
bushes,  where  besides  the  sudden  gleam 
of  the  broadening  Peneius  we  caught 
the  low  roofs  of  deserted  houses,  villages 
silent  and  empty  of  Greeks  who  had 
gone  to  America  to  be  waiters  and  shoe- 
blacks, to  make  candy  and  sell  fruits, 
so  our  driver,  Demetri,  told  us.  He, 
sitting  aloft  on  his  box  in  pleasant  sunny 
detachment,  was  friendly  guide  equally 
with  efficient  driver.  But  our  supply  of 
modern  Greek  was  small,  and  indeed 
there  was  little  we  wished  to  ask.  As 
the  low  bushes  thickened  and  the  foliage 
grew  denser  and  deeper,  we  drew  slowly 
into  "The  Cuttings,"  a  great  cleft  be- 
tween Ossa  and  Olympus,  and  felt  in 
spite  of  our  brave  resolutions,  incurable 
feeling  of  associative  awe. 

This  was  the  Vale  of  Tempe !  Young 
plane-trees  lifted  glad  shade  over  our 
heads,  green  fig  trees  hung  soft  and 
luscious  their  long-globed  fruit.  Rocky 
gray  walls,  smitten  here  and  there  with 
bruise  of  time,  echoed  with  the  noise  of 
our  wheels  toppling  over  the  freshet- 
torn  road.  As  the  carriage  careened, 
boughs  blinded  the  horses  and  swept 
into  our  faces,  but  with  scrambling 
wheel  and  hoof  we  plunged  deeper  into 
density,  into  green  silence  tinged  with 
silver  age.  See  p.  202. 

Marianthe  stole  an  inquiring  look  at 
me. 

"Yes.  I  am  thinking  of  Spenser,"  I 
replied  hardily.    "Of  Maia  'In  Tempe 
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lying  on  the  flowery  grass,  twixt  sleep 
and  wake  after  she  weary  was  with 
bathing  in  the  Acidalian  brook.'  How 
easy  to  picture  that  myth.  That  great 
white  cloud  pausing  above  us,  might 
well  be  Zeus  plotting  punishment,  bless- 
ing, or  looking  with  unfathomable  crea- 
tive purposes  upon  dreaming  shepherd 
or  wild  lovely  nymph." 

With  a  curious  abstracted  haste,  a 
kind  of  righteous  bustle,  Marianthe 
consulted  her  guidebook;  she  gave  a 
technical  flip  to  the  pages. 

"We  have  airships  now  instead  of 
Zeuses,"  she  reminded  me  firmly.  "Let 
me  see,  we  are  about  twenty  miles  from 
Larissa — (we  haven't  come  in  a  straight 
line).  The  two  deserted  villages  we 
passed  were  once  famous  for  the  manu- 
facture of  dyestuffs  and  cotton.  It 
would  be  a  pity  that  all  those  Greeks 
should  go  to  America,  except  that  we 
know  now  that  those  who  came  back 
for  the  war  in  1912,  introduced  into 
their  own  land  a  thousand  helpful  ideas. 
'Spiro,'  the  Athenian  courier,  told  me 
that  their  systems  of  schools  and  money 
have  derived  the  greatest  possible  bene- 
fit from  methods  learned  in  the  United 
States." 

I  listened  with  fascination  to  Mari- 
anthe weaving  her  never-discouraged 
romance  of  resurrected  modern  Greece. 

"You  see,"  with  enthusiasm,  "there 
is  the  new  railroad  that  runs  straight 
through  Tempe,  you  caught  the  shine 
of  its  tracks  through  the  plane-trees  as 
it  rounds  Olympus?  Demetri  says  that 
it  connects  Larissa  with  Salonica,  and 
now  that  the  Turkish  borders  are 
pushed  farther  back,  this  means  great 
things  for  Greece.  By  and  by,  this 
Vale  of  Tempe  will  be  a  sort  of  garden 
station  where  tourists  will  alight,  I  can 
just  imagine  them  peering  about." 

This  idea  jarred  me  more  than  the 
lurching  of  our  little  carriage. 
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"Oh,  don't,"  I  pleaded,  "the  gods 
will  go  then,  and  it  is  they  who  make 
the  real  beauty  here.  Don't  you  feel 
them?"  I  peered  into  the  green  silence 
ahead  of  us,  dreaming  aloud. 

"Somewhere  in  those  tall  water-reeds 
lies  the  river-god,  asleep.  His  strange 
cold  face  is  hidden  in  violets,  his  head 
is  concealed  by  a  bank  of  moss,  fretted 
with  delicate  orchids.  In  his  hand  is  a 
bit  of  wild  honeycomb,  and  a  tangle  of 
grass  and  foam,  and  through  his  brain 
course  wild  water-dreams  of  rivers,  not 
young  rivers,  but  those  old  dry  rivers 
dying  in  their  stony  beds,  that  will  ever 
be  the  rivers  of  his  God-head — the 
rivers  of  Greece." 

Our  little  carriage  suddenly  reared. 
It  hung  half  suspended  over  the  gorge 
where  the  Peneius  ran  swiftly  around 
the  tree-boles  and  sandy  shallows  piled 
on  ancient  root  and  tangle.  High  above 
us  two  bronze-feathered  eagles  soared 
in  blue  distance. 

"After  all,  the  Vale  of  Tempe  isn't  so 
very  long.  If  we  climbed  up  this  cliff 
on  our  right,  we  could  look  right  down 
on  the  Salonican  Gulf.  I  like  to  think 
of  modern  Salonica,  Turkish,  commer- 
cial, military,  as  the  next  thing  after 
this  classic  vale  of  ours.  I  understand 
it  better  than  ever  today.  I  am  afraid 
that  here  I  sympathize  with  the  youth 
on  the  Acropolis,  I  am  too  American  to 
know  what  to  do  with  myself  in  a  Vale. 
Listen,  what  is  that  noise?" 

We  sat  still  in  the  arrested  carriage, 
our  eyes  questioning  Demetri  who  was 
pointing  with  his  whip.  Above  the  rush 
of  the  swoolen  Peneius,  we  could  hear 
another  rush  and  our  driver's  Greek 
word 

' '  Sithirolkromos.' ' 

On  the  other  side  of  the  water,  flash- 
ing dragon-like  along  the  base  of  Olym- 
pus, sinuous  and  black,  its  scaly  win- 
dows glistening,  there  tore  the  modern 
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dragon  that  runs  from  Larissa  to  the 
gulf,  rushing  with  modern  unconcern 
right  through  the  Vale  of  Tempe. 

Marianthe,  as  the  noise  re-echoed  and 
was  washed  away  on  the  stream,  looked 
at  me  and  smiled.  "The  real  river-god," 
she  said  thoughtfully,  and  the  daring 
dream  of  those  who  unafraid,  take  the 
gifts  of  their  century,  stood  in  her 
eyes. 

"The  real  river-god,  one  who  isn't 
asleep  with  a  fluff  of  foam  in  his  hand, 
but  who  is  up  and  doing,  carrying  round 
white  bags  of  maize,  big  spicy  oranges, 
peasants  from  Thessaly  with  their  little 
cone  hats,  Albanians  from  Attica  in 
their  braided  coats,  English  and  French 
and  Greek  soldiers;  the  real  river-god, 
determined  to  learn  the  mystic  secrets 
of  distance,  determined  to  nourish 
dwindling  streams  of  life,  a  great  im- 
provement on  your  lazy  basking  classic 
fellow." 

Demetri,  white  fustanella  skirt  jaunt- 
ily swaying,  his  scarlet  cap  over  one  ear, 
and  the  pompoms  on  his  turned-up 
morocco  slippers  giving  him  a  trifling 
grown-up-fairy  aspect,  now  descended 
from  his  box.  He  came  towards  us  ask- 
ing us  if  it  were  not  better  that  we  get 
out  and  walk  the  rest  of  the  way,  as  the 
road  grew  narrower  and  more  villain- 
ous, the  "devil"  horses  would  not  pull 
together,  and,  naively  smiling  his  bril- 
liant smile,  "animal-beating,  ladies  did 
not  love."  Therefore,  he,  Demetri, 
would  lead  the  beasts  on,  and  wait  for 
us  with  the  lunch-basket  where  there 
was  a  spring,  a  shrine,  and  a  bridge. 

We  assented  indulgently.  We  knew 
from  much  experience  of  travel  in 
Greece,  that  where  were  the  "shrine  and 
the  spring  and  the  bridge,"  there  would 
be  also  a  little  thatched  roofed  "xeno- 
dochion"  or  khan,  and  that  there  an- 
other grown-up  fairy  in  jaunty  white 
petticoat,  scarlet  waistcoat  embroidered 


.y  Google 


,  Google 


ART  AND  ARCHAEOLOGY 


with  silver,  and  brown  leather  belt  with 
weapons  in  it,  would  pour  out  for  Deme- 
tri  a  little  square  glass  of  brown  resin 
wine,  or  a  tinier  one  of  white  "mastika" 
which  Demetri  would  drain  with  a  sud- 
den swift  gesture.  That  then,  the  two 
would  sit  down  to  long-handled  brass 
cups  of  thick  coffee  and  two  sugary 
blocks  of  "Turkish  delight,"  or  lukoumi 
and  talk  the  everlasting  Greek  politics, 
while  their  occupation  beads,  some- 
times splendid  agates  or  mother-of- 
pearl,  sometimes  only  olive  wood, 
slipped  smoothly  through  their  sensi- 
tive brown  fingers. 

As  we  stole  on  foot  through  this 
narrow  part  of  the  "Cuttings,"  and 
fared  deeper  into  the  silence,  we  said 
little.  I  heard,  amid  soft  tangles  of  ivy 
and  wild  grape,  the  sound  of  falling 
water.  Somewhere  in  this  glade,  I  knew, 
there  had  once  existed  an  altar  to 
Apollo.  Solemn  pilgrimages  from  Del- 
phi had  been  made  to  it.  The  proces- 
sion was  not  hard  to  visualize.  The 
priest,  coming  first,  chanting  one  of  the 
strange  verses  made  from  the  dark  say- 
ing of  the  Pythian  oracle,  boys  carrying 
the  sacred  tripod,  the  slow-moving  steps 
of  the  sacrificial  bull,  and  garlands  of 
the  violets,  the  rock-cistus,  the  brilliant 
anemones  and  blue  forget-me-nots  that 
starred  the  grass  around  us. 

For  I  knew  that  thousands  of  years 
ago  Greece  rippled  with  wild  flowers 
and  fruits  as  she  does  now.  I  knew  that 
the  thickets  were  laced  with  bloom,  the 
meadows  soft  with  slow-moving  sheep, 
and  the  sky  a  wild  Pagan  blue,  just  as 
today.  Greece  could  never  seem  far 
away  nor  dead  with  her  aristocracy  of 
sculpture,  her  burning  white  temples. 
All  over  her  lands  today  are  the  mu- 
seums where  white  discus,  golden  cup, 
and  kingly  chain  and  ring  attest  to  the 
royal  pride  of  her;  where  all  her  holy 
funeral   urns  and  stela,  all  her  dear 
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dead  vases  tell  with  mute  passion  the 
story  of  a  dream  that  cannot  die. 

"Look!" 

It  needed  just  such  absorption,  just 
such  loss  of  touch  with  the  world;  to 
have  been  drugged  as  we  had  been  with 
silence  and  solitude,  then  suddenly  to 
come  upon  a  human  figure  in  the  green 
glade;  just  one  traveler  asleep  under  a 
tree,  his  good  little  donkey,  hung  with 
scarlet  and  purple  bags,  tethered  near  by. 

The  stalwart,  white-bearded  figure 
thrown  upon  the  ground  had  the  easy 
supple  grace  of  a  boy.  Like  a  child, 
abandoned  to  dreamless  slumber  under 
the  greenwood  tree,  this  man  might 
have  been  drowsing  for  ages  in  soft 
Tempe  forgetfulness;  but  his  beast, 
startled,  moved  skittishly  to  the  end 
of  his  tether  and  struck  up  the  dry 
octave  of  his  bray.  Swiftly  the  bearded 
figure  sat  up,  the  right  hand,  in  testi- 
mony to  the  old  bandit  days,  flew  to 
the  leathern  weapon-belt,  the  dark  eyes, 
flashing  open  upon  us  two  women,  made 
us  know  very  suddenly  that  we  were 
brusque,  alien  figures  straying  through 
Tempe. 

Marianthe,  whose  bow  to  a  bandit  is 
the  same  as  to  her  choicest  scholar,  made 
pleasant  salutation.  The  wayfarer  (p. 
208),  under  the  great  plane-tree,  re- 
sponded with  grave  politeness.  He  did 
not  remove  his  black  silk-tasseled  cap 
with  his  "kali  mera."  He  reached 
quietly  for  his  staff,  and  the  white 
sheepskin  fell  away  from  his  shoulders, 
showing  the  full-sleeved  snowy  shirt, 
the  buff  waistcoat,  wide  Turkish 
trousers  of  dark  blue,  and  broad  scarlet 
sash.  With  the  purple  and  red  "roucha" 
or  saddle  rug  at  his  feet,  the  traveler 
made  a  vivid  embodiment  of  piratical 
motives,  but  his  eyes,  large  and  liquid 
as  a  child's,  only  followed  us  gravely  as 
we  left  him  sitting  there  under  his  trees. 

"Did  you  see  his  flask,  and  some 
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beads,  and  a  queer  green  handkerchief 
full  of  figs  hanging  from  the  branches?" 
I  whispered.  "Isn't  that  like  a  Greek 
to  hang  everything  up  on  the  trees — 
even  the  babies?  Do  you  suppose  it  is 
some  unconscious  survival  of  the  cults 
of  Dodona?"  Do  you  remember  the 
mothers  in  Laconia  who  carried  their 
babies  in  little  cradles  (p.  210)  on  their 
backs? 

Marianthe  smiled.  She  was  always 
wary  of  my  "supposing." 

"That  man  was  probably  not  a  real 
Greek.  You  see,  there  are  so  few  real 
Greeksleft — none  thatanyone  can  prove. 
He  was  probably  half  Turk  or  Albanian ; 
perhaps  one  of  those '  'Opoulous"  Greeks 
come  up  to  Athens  from  the  Pelopon- 
nesus, on  his  way  to  Salonica." 

I  demurred.  An  atmosphere  of  bal- 
lad surrounding  the  wayfarer  had 
made  me  in  a  flash  think  of  him  other- 
wise, and  I  did  not  want  to  be  routed 
out  of  my  imaginings.  Moreover,  it 
didn't  please  me  to  confuse  that  old 
city  of  Salonica  as  I  conceived  it,  smell- 
ing of  stale  incense,  insincere  with  red 
fez  and  pompomed  shoe,  hashish  in  the 
donkey  bags,  lottery  tickets  stuck  on 
sticks,  with  my  wistful  dream  in  Tempe! 
Also  I  had  learned  that  today  in  Athens 
there  are  thousands  of  Greeks  who 
claim  autochthonous  descent! 

I  said  all  this. 

"Why  now,"  observed  Marianthe, 
"there  you  are,  reading  into  things 
again!  After  all,  I  suppose  it  is  possible 
to  see  a  man  asleep  under  a  tree  any- 
where, even  at  home.  There  was  a 
chestnut  tree,  I  remember,  near  my 
uncle's  farm  in  Connecticut   .   .    .   ." 

At  the  end,  however,  she  returned  to 
the  main  argument. 

"It's  all  right,"  she  said  calmly.  "We 
like  to  dream.  But  the  youth  on  the 
Acropolis  was  Life.  We  mustn't  forget 
that.   Greece  comes  once  in  a  lifetime, 


and  it  is  best  to  have  our  nymphs  and 
dryads  where  we  can  take  them  out  and 
sort  them  over,  but  life  is  all  the  while, 
and  we  need  terribly  to  make  poetry 
out  of  its  sordid  trivial  side.  I  could 
have  loved  that  youth  on  the  Acropolis 
when  he  likened  the  shoestring  peddlars 
in  New  York  to  ..Eschylus  and  Sopho- 
cles. When  he  said  a  tinware  store  was 
a  whole  ^gean  civilization  to  him,  it 
made  up  for  his  saying,  'Some  view.' 
Do  you  remember  how  he  remarked, 
that  'if  you  could  follow  a  saucepan 
from  the  mine  to  the  trash-heap,  you 
would  have  the  sort  of  Odyssey  that 
American  people  could  understand'?" 

We  both  laughed  and  then  we  sighed, 
looking  wistfully  at  the  mottled  plane- 
trees  growing  momentarily  more  twisted 
and  gnarled  under  their  low-spreading 
tent  of  green.  We  stopped  at  a  lonely 
Httle  shrine  by  a  log  bridge,  and  saw  the 
Byzantine  Virgin,  smiling  dimly  behind 
her  tiny  lamp;  we  noticed  the  small  oil 
bottle  placed  in  one  corner  for  that 
lamp's  replenishing. 

It  was  interesting  to  speculate  as  to 
what  Greek  traveler,  riding  through  the 
Vale  of  Tempe,  black  night  or  gray 
dawn,  would  look  for  the  little  light, 
and  finding  it  exhausted  (and  being 
gentle,  "philoxenos"  to  the  Virgin), 
would  refill  the  lamp,  light  it,  and 
kneeling  there,  saying  his  prayer  to 
this  Christian  mother  of  God,  register 
as  surely  as  did  his  forefathers,  praying 
to  Apollo,  the  endless,  deathless,  help- 
less human  need  for  a  God. 

We  sauntered  on,  until  a  dark 
thatched  house  like  a  witch's  house  in 
children's  stories  appeared,  and  there, 
sitting  at  an  outdoor  table,  with  the 
inevitable  cups  of  coffee  was  Demetri, 
in  company  with  two  other  grown-up 
Greek  fairies,  all  scarlet-capped,  white 
fustanellaed,  pompomed  of  shoe,  click- 
ing of  occupation  beads. 
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The  sociable  glasses  of  retsinato  wine 
had  not  interferred  with  our  driver's 
self-imposed  courier  duties.  Not  far  off, 
near  the  river  edge,  was  another  table, 
where  was  our  own  luncheon  feelingly 
arranged.  We  surveyed  it,  smiling  at 
lyric,  acrostic,  capital-lettered  things. 

Cold  chicken,  from  Larissa  in  Thes- 
saly,  where  Hippocrates  died.  Oranges 
from  gardens  of  Kalabaka,  where  the 
age-old  monasteries  hang  in  the  calcare- 
ous rock  (p.  212).  Raisins  from  Mega- 
rian  fields,  where  the  yellow-kerchiefed 
women  sing  long  songs  of  three  half 
tones,  where  the  f>easants,  working 
amid  the  vines,  wear  flat  straw  hats 
exactly  like  those  on  the  ancient  Tana- 
grines.  Honey  from  Hymettus.  Figs 
from  Corfu.    Mavrodaphne  from  Patras. 

We  beamed  upon  Demetri,  sat  down 
upon  the  bench  brought  by  the  other 
grown-up  fairies,  and  were  pastoral 
with  nuts  and  fruits  and  delicate  sweet 
wine.  Out  before  our  eyes,  upon  the 
broad  stream,  we  could  see  a  primitive 
ferry-boat,  like  a  great  washing  trough. 


In  it,  a  small  group  of  brilliant-ker- 
chiefed women  and  black-hooded  men 
were  being  pulled  across  to  the  other 
shore  by  a  stalwart  youth,  with  one  of 
the  jaunty  Thessalian  fezzes  stuck  on 
his  curly  head.  Birds  were  at  their 
little  mysteries  among  the  leaves. 
Water  cut  the  sun  glance,  sky  poured 
itself  in  a  great  blessing  of  blue. 

The  sylvan  leisure  and  content  of  it 
all  softened  even  Marianthe's  resolution. 
Unashamed  poetry  crept  to  her  eyes. 

Marianthe  poured  out  a  glass  of 
Mavrodaphne,  she  spilled  a  small  liba- 
tion to  such  gods  as  might  be,  and 
turned  Impressively  to  me. 

"I  drink,"  she  said  slowly,  "to 
Greece,  and  that  means  to  every  vase, 
stele,  and  statue.  That  means,  to  all 
the  temples  and  the  theaters,  their 
legends  and  their  lore,  to  all  the  moun- 
tains, islands,  rivers,  and  seas!"  Mari- 
anthe raised  her  glass  and  waved  it  to 
a  gay  little  fig  tree. 

"Here's  to  'reading  into  Tempe,'" 
said  Marianthe. 
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News  from  Rome 

SINCE  I  sent  to  Art  and  Archaeology  the  last  instalment  of  "News  from 
Rome"  (Art  and  Archaeology,  vi,  1917,  pp.  55-57),  the  United  States 
have  entered  the  great  world  conflict.  We  thus  have  an  added  interest  in  the 
historical  and  artistic  treasures  of  the  Old  World,  for  which  our  country  is  now 
fighting  in  the  most  literal  sense.  The  American  Academy  in  Rome  will  perform 
its  share  in  this  present  struggle,  just  as  it  has  always  endeavored  to  make  its 
contribution  to  the  interpretation  of  Italy's  heritage  in  times  of  peace. 

It  is  striking  testimony  to  the  solid  and  serious  qualities  of  the  Italians  that 
after  two  years  of  war  there  should  be  so  much  to  record  of  archaeological  news. 
The  continuance  of  extensive  building  operations  especially  in  the  capital  has 
resulted  in  the  usual  number  of  sporadic  finds,  and  it  has  been  in  fact  the  policy 
of  the  authorities  not  to  allow  scientific  activities  to  suffer  unduly  by  reason  of 
the  pre-occupations  of  the  moment. 

On  April  21,  1917,  the  birthday  of  Rome,  took  place  the  formal  inauguration 
of  the  "Passeggiata  Archeologica,"  a  park  occupying  the  valley  between  the 
Caelian  and  the  Aventine,  affording  exceptional  views  of  the  Palatine  and  other 
parts  of  the  city,  and  containing  as  its  most  remarkable  monument  the  Antonine 
Baths.  The  natural  beauty  of  this  quarter  of  Rome  never  appeared  to  better 
advantage  than  on  this  perfect  spring  morning.  His  Royal  Highness,  the  Duca  di 
Genova,  who  is  regent  of  the  kingdom  of  Italy  while  the  King  is  with  the  army, 
honored  the  occasion  by  his  presence;  and  there  were  orations  by  Senator 
Rodolfo  Lanciani,  to  whom  the  credit  for  the  completion  of  this  vast  undertaking 
is  due,  and  Don  Prospero  Colonna,  mayor  of  Rome.  Both  from  the  scientific 
standpoint  and  from  that  of  public  utility  the  scheme  of  the  "Passeggiata 
Archeologica"  has  been  subjected  at  times  to  criticism:  but  those  who  were 
present  at  the  inauguration  were  inclined  to  feel  that  "finis  coronat  opus,"  and 
to  yield  to  the  charm  of  a  superb  glorification  of  the  greatness  of  Rome  and  of 
the  spirit  of  Latin  civilization. 

Those  who  spent  the  difficult  winter  of  1914-15  in  Rome  will  never  forget 
among  other  things  the  great  floods  of  the  Tiber.  We  now  have  in  the  Notizie 
degli  Scavi  the  official  report  of  the  way  in  which  the  old  river,  whose  first-reported 
flood  resulted  in  the  founding  of  the  city,  has  in  these  latter  years  combined  a 
benevolent  purpose  with  the  work  of  destruction.  On  the  receding  of  the  waters 
it  was  found  that  they  had  laid  bare  various  ancient  remains  at  a  point  below 
the  city  on  the  right  bank  of  the  stream.  Two  inscribed  boundary  stones  of  the 
reign  of  Hadrian  came  to  light,  which,  like  those  previously  known,  record  the 
official  demarcation  of  the  public  land  along  the  banks.    The  same  excavations 
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of  Father  Tiber  uncovered  a  bath  establishment  which  contained  a  series  of 
black  and  white  mosaic  pavements  representing  boxing  contests.  These  have 
now  been  taken  to  the  Terme  Museum.  The  execution  is  careless,  and  the 
ascertained  date,  the  second  century  a.d.,  is  useful  for  the  purpose  of  dating 
other  similar  mosaics. 

The  development  of  the  new  industrial  and  residential  quarters  in  the  vicinity 
of  the  Porta  Maggiore  has  continued  to  yield  some  interesting  archaeological 
material  from  the  vast  ancient  cemetery  of  that  region.  A  columbarium  of  the 
first  half  of  the  first  century  a.d.  inside  the  gate  contained  seventeen  inscriptions, 
including  several  of  freedmen  of  the  emperor  Claudius.  Very  recently  there  has 
been  discovered  a  remarkable  edifice  outside  the  gate.  I  know  of  it  only  at 
second  hand,  as  its  position  exactly  under  the  new  railroad  line  to  Naples  has 
necessitated  extensive  operations  of  reinforcing  to  prevent  its  destruction  by  the 
vibrations  due  to  passing  trains.  It  is  said,  however,  to  contain  decorated  walls 
of  the  highest  interest  for  the  history  of  art,  and  to  bear  indications  of  having 
served  as  an  underground  shrine  dedicated  to  the  Dionysiac  cycle  of  divinities. 

The  multifarious  contents  of  the  Roman  museums  are  being  made  increasingly 
accessible  for  study.  The  authorities  of  the  Museo  di  Villa  Giulia  have  deserved 
especially  well  in  this  respect.  Still  another  room  in  the  new  wing  has  been 
added  to  the  unique  series  of  halls  exhibiting  the  products,  chiefly  in  bronze  and 
terra-cotta,  of  the  early  Latin  and  Faliscan  culture.  The  new  room  is  devoted 
to  Conca  (Satricum)  and  Leprignano ;  votive  hoards  and  architectural  terra-cottas 
from  the  former  place,  and  an  interesting  series  of  tomb-groups  {tombe  a  fossa) 
from  the  latter.  The  considerable  number  of  painted  vases  which  have  found  their 
way  to  this  museum  from  heterogeneous  sources  have  been  published  in  the 
Monumenti  Antichi  dei  Lincei;  those  from  systematic  excavations  will  form  the 
subject  of  the  catalogue  to  which  reference  was  made  in  my  last  report. 

The  excavation  of  Ostia  continues  with  results  equal  in  interest  to  those 
described  by  me  a  year  ago.  A  block  of  buildings  east  of  the  great  temple  proves 
to  have  had  a  most  chequered  career  in  antiquity;  no  less  than  five  periods  of 
construction  have  been  distinguished  by  the  excavators,  including  an  edifice  of 
peculiar  form  with  a  niche  at  the  end  which  they  identify  as  a  small  basilica; 
every  additional  piece  of  evidence  is  welcome  which  may  throw  light  on  the 
history  of  this  important  class  of  buildings. 

From  Etruria  come  various  items  of  interest:  the  state  of  knowledge  or  at 
least  of  information  with  regard  to  its  still  mysterious  inhabitants  has  undergone 
a  profound  change  in  the  past  few  years.  Especially  remarkable  are  Mengarelli's 
investigations  at  Cervetri  (Caere),  where  we  were  so  fortunate  as  to  have  the 
excavator  himself  as  guide  and  interpreter  of  the  monuments,  and  the  extensive 
plan  of  work  at  Veii  which  Colini  and  his  staff  are  developing,  with  already 
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remarkable  results.  An  early  Etruscan  tumulus  at  Castellina  in  Chianti  (between 
Florence  and  Siena)  has  been  published  in  the  Notizie  degU  Scavi:  it  has  several 
points  of  resemblance  to  the  famous  Regolini-Galassi  Tomb  at  Cervetri.  A 
lion's  head  found  in  it  is  among  the  earliest  examples  of  Etruscan  sculpture,  and 
has  Oriental  Greek  affinities.  Later  Etruscan  developments  are  well  illustrated 
by  the  carved  and  elaborately  painted  sarcophagus,  apparently  of  the  late  fourth 
century  B.C.,  from  Torre  San  Severo,  with  the  slaughter  of  Trojan  prisoners  at 
the  tomb  of  Patroclus,  the  sacriSce  of  Polyxena,  the  intimidation  of  Circe  by 
Odysseus,  and  the  invocation  of  the  shade  of  TiresJas.  For  several  years  past 
this  sarcophagus  has  attracted  the  attention  of  visitors  to  the  local  museum  at 
Orvieto,  by  reason  of  the  brilliant  preservation  of  its  coloring  and  the  remarkable 
character  of  its  decorations:  now  it  is  well  published  in  the  Monumenti  dei  Lined. 

At  Fabriano  in  ancient  Umbria  has  been  found  an  Italic  war-chariot;  this  is 
now  one  of  the  chief  treasures  of  the  Ancona  Museum,  as  it  is  practically  a  unique 
representative  of  this  type  of  object:  the  chariot  from  Monteleone  in  New  York 
appears  intended  for  ceremonial  rather  than  military  use,  and  the  later  one  in 
the  Etruscan  Museum  of  the  Vatican  also  does  not  seem  adapted  to  actual 
warfare. 

Of  Pompeii  there  is  much  that  could  be  said,  but  it  must  be  reserved  for 
another  occasion.  The  Roman  papers  have  published  some  details  of  fresh  dis- 
coveries at  Cyrene,  including  four  bronze  vases  and  another  marble  portrait  head 
of  the  Antonine  period;  the  excavation  of  the  precinct  of  Apollo  is  proceeding 
regularly. 

Among  the  means  for  prosecuting  archaeology  in  Italy  it  will  be  possible  in 
the  not  distant  future  to  reckon  the  new  direct  railroad  line  from  Rome  to 
Naples:  this  is  destined  to  render  the  visitor  acquainted  with  some  of  the  most 
picturesque  and  interesting  spots  in  thfe  peninsula,  which  were  familiar  in  stage- 
coach days,  but  in  recent  years  have  been  known  only  to  a  few  of  the  more 
venturesome.  The  new  line  goes  practically  without  a  curve  across  the  Latin 
plain  and  the  Pontine  Marshes  from  Rome  to  a  point  near  the  famous  monastery 
of  Fossanova;  then  tunnels  the  Volscian  Mountains,  passes  through  the  valley 
of  Fundi,  and  after  tunneling  again  emerges  in  the  gorge  of  Itri;  eventually  it 
skirts  the  bay  of  Puteoli  and  goes  under  the  hill  of  PosiUpo  in  a  new  tunnel  close 
to  the  ancient  one  which  mediaeval  fancy  ascribed  to  the  magic  art  of  Virgil. 
For  the  first  half  of  the  way  it  parallels  in  a  sense  the  Via  Appia. 

American  Acodtmy.  R(mt  A.  W.  VAN  BUREN 

The  Heritage  of  Greece 

IT  was  by  no  accident  that  a  writer  of  time-hallowed  words  was  in  a  pessimistic 
mood  when  he  remarked  that  there  is  nothing  new  under  the  sun.  There  isn't 
in  the  way  of  troubles.    Only  cures  for  ills  are  new;  our  present  crop  of  troubles 
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was  grown  with  civilization  or  sometime  before.  He  who  builds  may  fancy,  in  the 
fever  of  newly  discovered  mental  agitation,  that  the  advent  of  the  evil  was  coin- 
cident with  the  beginning  of  his  acquaintance  with  it.  But  the  case  is  not  so 
simple  as  that;  it  is  no  personal  affair.  The  malignant  Fate  that  sometimes  seems 
to  follow  building  operations  has  not,  in  an  excess  of  personal  spite,  selected  one 
lone  individual  as  the  victim  of  her  spleen. 

If  one  who  has  conceived  that  lofty  passion,  sometimes  described  as  the 
desire  to  build,  and  has  found  that  he  must  pay  for  that  passion  in  agony  of 
spirit,  if  not  in  tears,  let  him  remember  and  be  comforted  thereby  that  his 
problem  is  age-old  and  that  he  has  won  membership  in  a  noble  company. 

Among  the  ancient  Greeks,  the  woes  of  faulty  specifications,  of  useless  extras 
piled  up  by  unscrupulous  contractors,  of  guesswork  where  exactitude  was 
demanded,  of  mechanics'  Hens  and  unexpected  bills  from  material  men — all 
these  were  old  when  Athens  was  a  huddle  of  tents  about  a  bald,  towering  hill, 
and  Sparta  was  a  thing  undreamed.  So  in  Ephesus,  the  magnificent,  the  city 
fathers  made  it  a  law  and  wrote  it  in  the  books  that  the  architect,  who  was  at 
once  the  designer  and  the  contractor,  should  be  held  financially  responsible  if 
his  estimates  and  his  bills  ran  more  than  twenty-five  per  centum  apart.  Lesser 
discrepancies  were  made  good  by  the  city,  which  licensed  the  architects. 

We  learn  from  "Vitruvius,  the  Ten  Books  of  Architecture,"  lately  translated 
anew  from  the  Latin  by  Morris  Hicky  Morgan,  that  the  Romans  lamented  the 
lack  of  such  a  law  as  protected  the  Ephesians,  for  the  bankrupt  Roman,  who 
had  fondly  believed  that  he  could  have  built  for  himself  a  residence,  which 
should  be  a  monument,  and  have  part  of  his  fortune  left  to  support  it,  quite  as 
foolishly  believed  that  his  problem  was  new.    A  writer  on  architecture  had  to 
warn  him  that  such  was  not  the  case.   To  paraphrase  Kipling: 
"  It  was  old,  old,  old  when  Thebes  was  golden, 
And— 
It's  still  in  Philadelphia  this  morning". 

It  remained  for  the  past  quarter  of  a  century  to  give  the  world  what  it  wanted 
in  the  way  of  a  cure  for  the  evils  resulting  from  the  disagreement  of  building 
authorities — the  clash  between  architect  and  builder,  material  man  and  engineer, 
two  pairs  of  millstones  which,  too  often,  ground  owner,  rather  than  work  into  grist. 

Yesterday  brought  forth,  and  today  is  applying  the  principle  of  exact  justice 
applied  to  building.  It  lies  in  the  co-ordination  of  all  building  functions — 
architecture,  engineering,  construction,  decoration,  and  furnishing — the  binding 
of  these  functions  to  one  finely  conceived  and  carefully  considered  end,  and  the 
erection  of  a  completed  structure  at  a  cost  that  is  limited  and  guaranteed  in 
advance.   And  that  much  is  comparatively  new. 

New  York  City  N.  F.  HOGGSON 
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The  Practical  Book  of  Architecture.  By  C. 
Matlack  Price.  Philadelphia  and  London: 
J.  B.  Lippincott  Co.,  1916.  Pp.  348.  255 
Illustrations.  $6.00. 

This  volume  is  the  sixth  in  the  series 
of  The  Practical  Books  of  Home  Life 
Enrichment,  and  it  is  well  up  to  the 
standard  set  by  the  others.  It  is  very 
well  written,  its  illustrations  are  well 
chosen  and  are  reproduced  in  excellent 
style,  its  judgments  are  authoritative, 
and  its  practicality  is  unquestionable. 

The  author  has  divided  his  book  into 
two  parts;  Part  I,  A  Practical  Guide  to 
Styles;  and  Part  II,  A  Practical  Guide 
to  Building,  and  what  the  matter  con- 
tained in  them  is,  we  shall  soon  see. 
But  particular  reference  should  be  made 
at  once  to  two  things  in  the  book  which 
are  novel  and  valuable.  Instead  of  the 
usual  index  of  architectural  terms,  one 
finds  at  the  beginning  of  the  book  eight 
pages  which  form  "An  Illustrated  Ter- 
minology of  Architecture."  Non-tech- 
nical readers  who  have  groaned  over 
spandrils,  finials,  consoles,  Palladian 
windows,  etc.,  as  defined  in  an  index, 
need  groan  no  more,  for  the  illustrations 
fix  the  whole  matter  at  once.  The  sec- 
ond novelty  is  a  chapter  called  Archi- 
tect and  Client,  and  there  is  nothing  so 
sensible  on  the  subject  anywhere  else 
in  print.  The  author  also  sets  an  ideal 
which  is  practical  when  he  speaks  of 
the  importance  of  architectural  educa- 
tion as  a  civic  obligation. 

One  chapter  is  taken  up  with  the 
growth  of  the  great  styles  of  ancient 
times,  and  another  with  a  study  of  the 
different  methods  of  expression  in  Euro- 
pean lands  of  Gothic  and  Renaissance 
architecture.  The  treatment  of  the  an- 
cient styles  is  hasty — the  author  is  only 
after  broad  or  basic  principles — but  one 
need  find  no  fault;  and  even  if  the  gen- 
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eralization  is  banal  that  Gothic  archi- 
tecture expressed  the  ecclesiasticism  of 
one  period  and  Renaissance  the  human- 
ism of  another,  it  is  true  and  the  state- 
ment could  not  well  be  omitted.  The 
chapter  on  The  Classic  Ideal  which 
deals  with  classic  derivations  and  the 
Beaux-Arts  School  is  highly  instructive, 
showing  as  it  does  the  reasons  for  the 
reaction  against  styles  that  had  run  into 
fantastic  senility.  To  be  sure  the  author 
overdoes  decidedly  the  influence  of  the 
Paris  Beaux-Arts  at  the  expense  of  the 
Italians.  But  it  will  be  a  pleasure  to 
recognize  the  widespread  influence  in 
America  of  the  classic  style  of  archi- 
tecture. 

The  influence  of  the  "Classic  Re- 
vival" died  out  in  America  before  1840, 
and  there  followed  the  "Gothic  Re- 
vival" and  the  "Romanesque  Revival," 
of  which  Trinity  Church  in  Boston  is 
probably  the  best  example.  The  Gothic 
influence  has  been  the  greater  and  has 
established  itself  well  enough  so  that 
we  have  at  least  four  current  deriva- 
tions which  have  been  called  Ex:clesi- 
astical  (St.  Thomas'  in  New  York), 
Collegiate  (Princeton  Graduate  School 
and  the  Provost's  Tower  at  University 
of  Pennsylvania),  Military  (West 
Point),  and  Commercial  (The  Wool- 
worth  Building  in  New  York).  The 
chapter  on  English  derivations  in  the 
American  Country  House  is  enlighten- 
ing, because  it  develops  logically  the 
charms  of  country  house  architecture, 
when  the  proper  canons  of  composition 
are  adhered  to,  namely,  when  it  is  his- 
toric, indigenous,  picturesque,  and 
expressive.  One  is  not  likely  to  realize 
how  many  Latin  derivations  there  are 
in  American  architecture  until  he  is  con- 
fronted with  the  scores  of  illustrations 
that  show  the  French  Renaissance, 
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the  Italian  villa,  and  the  Spanish  patio. 

The  chapter  on  Native  American 
Architecture  should  prove  of  great  in- 
terest to  any  reader.  The  author  makes 
clear  the  difference  between  Colonial 
and  Georgian  architecture,  the  former 
native  and  more  primitive,  the  latter 
imported  and  more  elaborate.  He  illus- 
trates the  types  characteristic  of  New 
England,  the  Middle  Atlantic  States, 
the  South,  and  the  West. 

Really  no  one  ought  to  contract  to 
have  a  house  built  until  he  has  read 
Part  II  of  this  book,  A  Practical  Guide 
to  Building,  Here  are  four  chapters  of 
as  sound  and  sensible  advice  as  one  can 
find  anywhere.  A  friend  of  the  re- 
viewer's who  has  recently  had  a  house 
built,  in  cursing  himself,  went  almost 
so  far  as  to  revile  the  author  for  not 
having  written  this  book  two  years 
earlier.    Virbum  sapientibus  satis. 

R.  V.  D.  M. 

Chinese  Art  Motives  Interpreted.  By  Wini- 
fred Reed  Tredwell.  New  York:  G.  P. 
Putnam's  Sons,  1916.  23  illustrations.  Pp. 
xiii-h  110.  $1.75. 

In  this  charming  little  book,  the  sub- 
ject is  approached  at  a  new  angle,  with 
the  not  unnatural  result  that  the  book 
is  at  once  entertaining  and  instructive. 
It  is  a  work  at  once  for  the  lay  reader 
and  the  student. 

To  a  collector  of  Chinese  porcelains, 
paintings,'  or  ivory  statuettes  (Taoist), 
it  would  prove  a  veritable  treasure- 
house  of  leafning.  Among  a  host  of 
other  things,  here  may  be  found  the 
many  Oriental  emblems,  one  and  all 
drawn,  explained,  and  arranged  in  a 
scholarly  manner. 

A  chapter  called  "The  Story  on  Your 
Vase"  is  delightful.  If  you  would  be- 
come familiar  with  the  poetry  of  your 
treasures,  read  Miss  Tredwell!    - 

G.  c.  p. 


Greek  Way^uers  and  Other  Poems.  By 

Edwina  Stanton  Babcock.    New  York:  G.   P. 
Putnam's  Sons,  1916.    Pp.  viii  +  1 18.  $1 ,25. 

This  charming  little  book  of  poems 
is  by  the  author  of  the  light  satire  on 
the  present  indifference  to  classical  tra- 
dition, with  some  descriptions  of  modern 
Greece,  which  appears  in  this  number 
under  the  title  "Reading  into  Tempe." 
Although  Miss  Babcock  is  not  a  Greek 
student,  she  has  traveled  extensively  in 
Greek  lands.  The  spirit  of  old  Greece 
radiates  from  the  poems,  which  are 
dedicated  to  Marianthe,  who  appears 
as  a  character  in  the  article  referred  to. 
The  poems  combine  the  ancient  with 
the  modern  in  a  very  interesting  way, 
and  awaken  in  the  Greek  student  many 
refreshing  memories  and  should  also 
interest  those  who  do  not  know  the 
beauties  of  modern  Greece.  Many  of 
them  deal  with  life  and  character  in 
Thessaly  and  the  Peloponnesus,  but 
poems  of  distinctly  classical  motive  are 
included,  and  the  dramatic  episode 
called  "Phidias"  is  based  on  ancient 
tradition.  The  first  poem,  called  "The 
Amazons  at  Epidauros,"  portrays  a 
type  of  militaristic  feminism  under 
Queen  Penthesilea.  Other  poems  have 
such  titles  as:  The  Sacred  Ship  from 
Delos,  Sunset  on  the  Acropolis,  The 
Street  of  Shoes  (Athens),  On  the  Eleu- 
sinian  Way,  In  the  Room  of  the  Funeral 
Stelae  (Athens  Museum),  Greek  Way- 
farers, By  the  Wallachian  Tents — 
Thessaly,  The  Vale  of  Temp6,  Easter 
Dance  at  Megara,  Delphi,  Twilight  on 
Acro-Corinth,  From  the  Arcadian  Gate, 
Greek  Farmers,  To  the  Olympian 
Hermes,  The  Singing  Stones,  The  Gods 
are  not  Gone,  but  Man  is  Blind,  etc. 

Miss  Babcock  is  to  be  congratulated 
on  her  verse  which  is  considerably 
better  than  in  many  of  the  poems  that 
have  recently  been  published  on  classi- 
cal themes.  d.  m.  r. 
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THE  ETRUSCAN  SARCOPHAGUS  OF  TORRE 
SAN  SEVERO  IN  ORVIETO* 

Edoardo  Galu 

ispettore  del  r.  museo  archeologico 

Flobbkcx,  Italy 
(rramlaUdfrom  (kt  llaUan  by  X.  V.  D.  UafoMni 

FOUR  years  ago  there  was  discov-  AND  Archaeology  photographs  with  a 

ered  in  Umbria,  near  Orvieto,  in  a  synthetic  explanation  of  the  monument 

locality  known  as  "Torre  San  Se-  in  order  to  show  its  unique  importance 

vero, "  a  splendid  Etruscan  sarcophagus  even  to  the  uninitiated;  I  shall  here 

of  peperino — a  gray,  local  stone  of  vol-  omit  naturally  every  comparison  and 

canic  origin — with  polychrome  sculp-  all  the  literary  citations  which  might 

tures  on  its  four  faces  and  about  the  lid.  detract  from  the  expository  plan  which 

For  various  reasons  this  very  impor-  I  have  proposed. 
tant  monument,  dating  from  the  fourth  The  sarcoph^us  was  found,  badly 
century  B.C.,  has  until  now  remained  broken,  in  a  tomb  along  with  a  few 
unpublished,  although  it  is  on  public  remains  of  articles  usually  buried  with 
view  in  the  beautiful  Museo  dell'  Opera  the  dead,  which  gave  evidence  that  the 
of  the  Orvieto  Cathedral.  But  now  that  tomb  had  been  visited  by  treasure- 
it  is  about  to  be  published  in  detail  in  seekers.  The  color  on  the  sculptures 
the  twenty-fourth  volume  of  the  Monu-  that  adorn  the  sarcophagus  and  cover 
menti  Anticki,  I  think  it  most  oppor-  was  much  brighter  at  the  time  of  dis- 
tune to  offer  contemporaneously  in  Art  covery,  owing  to  the  dampness  of  the 

The  editon  wtah  toexpreMtheirappreciationof  the  courteiy  aod  tdndnew  shown  by  the  well-known  author 
hii  article  in  connection  with  its  publicatbn  here.    They  r^rct  the  delay  in  pubHahtni  thii  article  w'---'-  — ' 
received  long  before  the  twenty-fourth  vdume  of  the  Mo»munti  Anticki  for  the  ytai  1917  was  iiaued. 


of  thii  article  in  connection  with  its  publication  here.    They  r^ret  the  delay  in  pubHahtni  thii  article  which 
~     '     ' '  ng  before  the  twenty-fourth  vdume  of  the  Mo»munti  Anticki  for  the  year  1917  •-  -  ■        • 
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Ftg.  l.^TTie  Sacrifice  of  Trojan  prisoners  at  the  Tomb  of  Patroctus. 


sepulchral  chamber;  but  so  much  of  the 
color  has  remained  on  the  figures  and 
the  decorations  as  to  put  this  sarcopha- 
gus  also  in  this  respect  in  a  different 
category  from  all  other  Etruscan  monu- 
ments with  traces  of  original  coloring. 
In  the  Lincei  publication  noted  above 
there  will  be  four  colored  plates  which 
will  preserve  at  least  in  facsimile  what 
is  left  of  the  polychrome  work,  destined 
to  fade  with  passing  time  and  probably 
finally  to  disappear;  but  here  it  is  not 
possible  to  offer  more  than  the  photo- 
graphic  reproductions  of  the  four  sides 
of  the  monument  (Figs.  1-4). 

First,  I  may  say  in  general  that  while 
the  representations  on  the  gable  ends  of 
the  cover  are  generic  and  apotropaic  in 
character — two  similar  heads  of  Achel- 
ous  to  which  is  given  a  particular  cat- 
achthonic  signification  by  the  serpents 
held  on  either  side  by  two  Etruscan 
demons — the  scenes  carved  on  the  four 
faces  of  the  sarcophagus  derive  their 
meaning  from  the  epic  stories  belonging 
to  the  Trojan  Cycle.  For  this  reason 
the  scenes  attach  themselves  to  the 
great  Greek  art  of  the  fifth  century 


B.C.,  which  produced  great  pictorial 
compositions  about  which  there  have 
come  down  to  us  only  scattered  literary 
notices  and  some  indirect  monumental 
evidence,  notwithstanding  the  fact  that 
in  the  Hellenistic  and  Roman  periods 
there  were  known  analogous  and  com- 
plete cycles  based  on  epic  origin,  and 
produced  certainly  under  the  influence 
of  the  more  ancient  compositions  and 
along  the  legendary  line  furnished  by 
heroic  poetry,  tragedy,  etc.  Now,  in 
the  exotic  repertoire  of  Etruscan  art, 
during  the  more  florid  period  (fifth  to 
third  centuries  B.C.),  we  find  a  varied 
and  great  quantity  of  Greek  subjects, 
usually  adapted  and  copied  on  Italic 
soil,  but  sometimes  with  variations, 
additions,  and  such  contaminations  as 
to  make  us  see  how  far  the  indigenous 
artist  used  his  own  knowledge  and  his 
own  genius  in  the  work  of  art  he  was 
forming,  availing  himself  of  foreign 
compositions  and  subjects.  The  case 
of  our  sarcophagus  in  this  respect  is  one 
of  the  most  typical  and  most  interesting 
that  is  known;  because  in  fact  the  sculp- 
tor, besides  showing  an  unusually  com- 
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Fig.  2.— The  Sacriike  of  Polyxena  at  the  Tomb  of  Achilles. 


prehensive  capacity  in  the  choice  and 
in  the  harmonic  disposition  of  the  scene, 
has  revealed  in  this  monument  his  own 
particular  and  typical  Etruscan  ten- 
dency to  add  local  elements  to  repre- 
sentations of  Greek  origin,  and  to  trans- 
form entirely  certain  genuine  Greek 
person^es  into  figures  common  to  the 
local  repertoire. 

The  scenes  are  related.  That  on  one 
long  side  of  the  sarcophagus  shows  the 
sacrifice  of  the  Trojan  prisoners  at  the 
tomb  of  Patroclus  and  its  source  is  in 
the  Iliad;  on  the  other  long  side,  coming 
from  the  Iliupersis,  is  the  sacrifice  of 
Polyxena  at  the  tomb  of  Achillea;  the 
scenes  on  both  ends  are  from  the  Odys- 
sey, one  representing  Ulysses  attacking 
Circe,  the  other  showing  the  sacrifice 
of  the  ram  by  Ulysses  to  call  forth  the 
spirit  of  the  seer  Tiresias.  Here  we 
have  clearly  a  conceptual  and  stylistic 
unity  whidi  shows  a  great  sculptural 
epopee,  probably  of  a  pictorial  nature. 

The  central  persons  of  the  four  reliefs 
are  the  two  most  illustrious  heroes 
of  the  Homeric  poems,  Achilles  and 
Ulysses.     It  does  not  seem  possible  that 


the  Etruscan  artist  would  have  chosen 
theepisodes  that  pertain  to  them  without 
intending  the  connection.  Here  we 
are  not  dealing  with  an  isolated  fact 
detached  from  the  Greek  world  and 
transferred  bodily,  or  with  obvious  vari- 
ations, into  the  world  of  Etruscan  art, 
as  innumerable  examples  of  tomb  paint- 
ings, sculptural  urns,  mirrors,  graffiti, 
etc.,  show;  but  we  are  dealing  with  a 
series  of  facts  related  and  disposed  with 
intentional  harmony.  It  is  this  very 
fact  that  makes  the  novelty  and  the 
particular  importance  of  the  sarcopha- 
gus which  Etruria  has  restored  to  the 
light  of  day. 

On  the  long  side  first  mentioned 
(Fig.  1)  is  portrayed  the  scene  of  the 
human  sacrifice  which  Achilles  fulfilled 
in  honor  of  his  beloved  friend  Patro- 
clus, when  he  immolated  to  Patroclus' 
shades  the  young  Trojans  he  had  cap- 
tured during  an  encounter  near  Troy. 
At  the  angles  on  either  side  of  the  re- 
lief are  great  winged  female  demons  of 
Etruscan  style.  Beginning  at  the  left 
of  the  relief  proper  come:  Briseis,  the 
sweetheart  of  Achilles  (or  perhaps  the 
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sweetheart  of  Patroclus?),  transformed 
by  the  Etruscan  sculptor  into  a  Proser- 
pina with  a  serpent  above  her  forehead; 
Agamemnon,  ajso  transformed  and  rep- 
resented with  the  characteristic  attri- 
butes of  the  Etruscan  Pluto  (Aita  or 
Eita),  namely,  a  head-covering  made  of 
a  wolfskin,  and  with  a  sceptre  entwound 
with  a  serpent;  on  the  ground  at  their 
feet,  a  Trojan  prisoner  already  slain; 
Achilles  slaying  another  Trojan ;  in  the 
central  badcground  the  characteristic 
sepulchre  (of  Etruscan  style)  of  Patro- 
clus, and  his  shade — in  material  shape 
— who  is  present  to  accept  the  blood- 
offering.  The  second  group  to  the  right 
is  Ajax,  son  of  Telamon,  who  leads  a 
bound  Trojan;  and  Ajax,  son  of  Oileus, 
with  a  second  prisoner,  behind  whom  is 
to  be  seen  only  the  asslike  ears  and  neck 
of  an  Etruscan  demon. 

To  this  first  bloody  scene,  which 
transports  us  to  distant  times  of  un- 
heard-of barbarity  and  deep  animistic 
superstition,  is  contraposed  (Fig.  2)  an 
episode  no  less  cruel,  namely,  the  sacri- 
fice of  the  youngest  of  Priam's  daugh- 
ters, Polyxena,  at  the  sepulchre  of 
Achilles,  at  the  hand  of  Achilles'  son, 
Neoptolemus.  Nevertheless,  in  the 
treatment  of  this  episode  we  recognize 
signs  of  a  changed  conception  of  the 
myth  very  different  from  the  violent 
and  crude  realism  inspired  by  epic 
poetry  in  several  analogous  representa- 
tions on  archaic  monuments.  This  fact 
is  the  basic  proof  of  the  derivation  of 
the  episode  from  a  later  source,  prob- 
ably a  tragic  one. 

In  this  relief  also  we  find  two  horrible 
demons  at  the  angles  of  the  sarcopha- 
gus, but  this  time  they  are  male  de- 
mons, through  an  obvious  tendency 
of  Etruscan  art  which  had  a  predilec- 
tion for  antithetical  symmetry.  Fur- 
ther, the  disposition  of  the  figures  in 
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two  groups  separated  by  the  tomb  of 
Achilles  corresponds  to  the  scheme  of 
the  relief  on  the  opposite  side.  Com- 
mencing at  the  left  we  recognize:  a 
herald  with  an  Etruscan  lituus  (a  sort 
of  trumpet)  in  his  hand;  the  aged  seer 
Calchas ;  Agamemnon ;  Neoptolemus, 
who  has  thrown  Polyxena  to  the  ground 
and  is  about  to  kill  her.  The  second 
group  to  the  right  begins  with  the  shade 
of  Achilles  present  at  the  horrible  rite, 
as  is  the  shade  of  Patroclus  in  the  oppo- 
site relief.  Then  come  Ulysses  and  two 
other  Greek  warriors,  whom  one  may 
suppose  to  be  Acamas  and  Demophon, 
or  one  of  them  may  be  Menelaus. 

The  reliefs  on  the  ends,  as  I  said 
above,  contain  scenes  relating  to  the 
adventures  of  Ulysses.  On  one  (Fig.  3) 
is  represented  the  hero  threatening 
Circe  in  the  presence  of  two  of  his  com- 
panions already  turned  by  the  sorceress 
into  beasts,  as  is  shown  by  their  heads, 
respectively  those  of  a  wolf  and  a  ram. 
Circe  has  in  her  hand  a  little  live  pig 
which  typifies  her  terrible  power. 

On  the  other  relief  (Fig.  4)  we  see  the 
sacrifice  of  the  ram  made  by  Ulysses, 
with  the  assistance  of  his  companions 
Eurylochus  and  Perimedes,  in  the  dis- 
tant and  mysterious  eastern  land  of  the 
Cimmerians  to  evoke  the  shade  of  the 
seer  Tiresias,  to  make  him  point  out  the 
itinerary  for  the  return  to  his  home  land. 
In  this  relief  the  Etruscan  sculptor  has 
shown  an  initiative  and  an  ability  en- 
tirely unusual  and  not  met  with  in  other 
reliefs  noted  up  till  now.  He  has  ex- 
pressed here  in  a  separate  relief  in  the 
background  and  far  away,  a  realistic 
vision  of  the  world  of  the  dead,  con- 
ceived as  an  island  surrounded  by  the 
sea,  rich  in  palms,  birds,  and  dolphins, 
to  which  one  comes  on  a  ship,  which 
can  be  seen  drawn  half  way  up  upon 
the  beach  at  the  left  upper  comer. 
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Fl&  3.— Ulyases  threatens  Circe  with  death. 


The  mythical  content  so  abundantly 
unfolded  in  the  four  reliefs  through  their 
pre-arranged  harmonies;  the  types  of 
the  figures;  the  bright  polychromy  of 
basic  red  and  yellow  ochre,  black  man- 
ganese, and  cobalt  under  a  uniform 
layer  of  lime  white;  the  ornamentation 
of  the  cover;  the lai^e dimensions  (m.  2, 
10  X  0,  80);  the  ardiitectonic  type  re- 
minding one  of  the  original  wood,  and 
the  general  sumptuousness  of  the  monu- 
ment, put  this  sarcophagus  in  a  note- 


worthy place  among  the  archaeolc^cal 
products  of  Italian  soil  brought  to  light 
in  these  last  few  years. 

These  then  are  the  reasons  why  I 
have  believed  it  worth  while  to  sum  up, 
in  the  present  article,  the  thoughts  that 
confer  an  uncommon  importance  upon 
our  monument,  aiming  to  attract  to  it 
— through  the  pages  of  this  splendid 
and  popular  magazine — the  attention 
both  of  students  of  classical  antiquity 
and  of  all  other  cultured  persons  as  welt. 

FtcrtHct,  Iloij 
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A  realistic  design  from  a  Cliirau  vase.    From  Baessler,  Ancient  Peruvian  Art,  pi.  43. 

REALISM  IN  THE  ART  OF  ANCIENT  PERU 

Philip  Ainsworth  Means 


WHEN  a  people  of  high  or  com- 
plex cultural  development  fails 
to  evolve  a  system  of  writing, 
or  fails  to  go  beyond  the  merest  rudi- 
ments of  writing,  he  who  would  recon- 
struct the  history  of  that  people  must 
laboriously  glean  his  information  from 
various  sorts  of  indirect  evidence.  Of 
such  evidence  the  most  important  va- 
riety is  that  furnished  by  the  realistic 
art  of  the  people,  or,  in  some  cases,  by 
their  attempts  at  realistic  art.  In  an- 
cient Peru,  the  early  people,  especially 
those  who  dwelt  on  the  coast,  lived  un- 
der a  society  that  had  many  of  the  at- 
tributes of  real  civilization.  Despite  the 
lack  of  iron,  of  large  timber,  of  draught 
animals  and  of  wheeled  vehicles,  these 
folk  built  up  for  themselves  a  culture 
which  was  capable  of  erecting  huge  pyra- 
midal structures,  large  and  well-planned 
cities,  elaborate  and  eflicacious  irriga- 
tion systems,  many  fine  palaces  and 
workshops  for  gold-,  silver-  and  copper- 
smiths. The  cultural  development  of 
these  people  was  quite  equal  to  that  of 
the  Early  and  Middle  Minoans  and  to 
that  of  the  Predynastic  Egyptians.  In- 
deed, the  realistic  art  of  the  early  people 
of  the  Peruvian  coast  is  of  about  the 
same  grade  and  quality  as  that  of  Egyp- 
tians of  predynastic  times  and  as  that 
of  the  Dipylon  culture  at  Athens.    By 
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this,  of  course,  I  do  not  mean  that  the 
treatment  or  technique  of  the  ancient 
art  of  the  Peruvian  coast,  that  of  pre- 
dynastic Egypt  and  that  of  the  Dipy- 
lon culture  at  Athens  were  at  all  the 
same;  I  merely  mean  that  all  three  were 
on  approximately  the  same  level  as  re- 
gards the  success  of  their  efforts  toward 
true  representation.* 

Yet,  despite  the  fact  that  their  civil- 
ization was  in  many  ways  far  from  con- 
temptible, the  early  folk  of  the  Peruvian 
coast  have  left  no  sort  of  written  record 
of  their  history,  and  not  even  a  trust- 
worthy body  of  myth  or  fable.  We  can 
not  even  be  sure  what  name  they  used 
to  designate  themselves.     Their  con- 


*  A  few  references  to  publications  containing  good 
illustretians  of  early  Peruvian  art  may^  be  of  service  to 
aome  readers.  ConviXt:  ^^ea»\Kt,  Ancient  Permian  Art 
(New  York,  1902-03.  3  voU.);  Bcrtbon,  ^tidt  sur  U 
prfcolombien  du  Bas-Pftou,  SontdUs  arekim  du 
mistions  tcientifiqnei,  fascicule  4,  (E'aria,  1911); 
Beucliat,  Manuei  d'areUohgit  amhiaUnt  (Pans,  1913); 
HrdliCka,  Some  SetniU  of  Recent  Anthrt^clctKot  £«• 
Peru,    Smitkionian    Miicetlantous    <M- 
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South  American  Arckaeolcty  (New  York,  1912);  I 

ham,   The  Incat  oj  Peru   (New  York,   1910);   Mead, 
Tii€  Fisk  in  Ancient  Peruvian  Art,  Putnam  Annieeriary 


Sc.,  Vol.  XXI,  pp.  315-442  (Yale  Univ.  Press,  New 
Haven,  1917):  Putniim,  Tlie  Davenport  CoUecHcn  ef 
Satca  and  Other  Peruvian  Pottery,  Proc.  Davenport 
Acad.  Sc.,  Vol.  Xin,  pp.  17-40  (Davenport,  Iowa, 
1914):  Reiss  and  Stuebel,  The  Necrvpolij  ef  Anevn 
(Berlin,  1880-87,  3  vols.);  Uhk,  Peekacamae  <PhiU- 
ddiihia,  1903). 
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querors,  the  Quechua  subjects  of  the 
Inca  clan  of  Cuzco,  called  the  people  of 
the  north  half  of  the  coast  Chimus,  after 
a  chief  called  Chimu,  and  those  of  the 
south  half  of  the  coast  were  called  Yun- 
cas.  This  nomenclature,  which  is  as 
authoritative  as  any,  is  the  one  which  is 
usually  employed  to-day.  It  is  the 
Chimus  whom  we  must  thank  for  the 
development  of  the  most  realistic  art  in 
ancient  Peru. 

Everything  about  the  Chimus,  their 
physical  type,  their  architecture,  their 
forms  of  decoration  and  their  migration 
myths,  points  to  a  Central  or  Middle 
American  origin.  This  does  not  mean, 
however,  that  people  in  Middle  America 
made  a  deliberate  and  purposeful  ad- 
vance thence  into  South  America ;  rather, 
one  should  regard  the  early  coast  Peru- 
vians as  having  slowly,  gradually  and 
accidentally  drifted  or  filtered  into  their 
new  habitat,  bringing  with  them  an  al- 
ready well-developed  culture  with 
marked  Middle  American  affinities. 
This  prolonged  and  haphazard  migra- 
tory movement  was  probably  both  by 
sea  and  by  land.  Of  the  date  of  this 
event,  or  rather,  series  of  events,  one 
can  only  conjecture.  It  is  known,  of 
course,  that  Inca  dominance  over  the 
Chimus  on  the  coast  began  to  be  exer- 
cised about  the  middle  of  the  fourteenth 
century,  and  this  is,  therefore,  to  be  re- 
garded as  the  close  of  the  real  Chimu 
culture,  although  echoes  and  influence 
of  it  [lersisted  down  into  Spanish  times, 
and  although  the  people  of  the  Peruvian 
coast  to-day  present  many  similarities 
of  custom  and  culture  to  their  Chimu 
ancestors.  The  state  of  the  Chimu  cul- 
ture at  the  time  of  its  subjection  by  the 
Inca  Pachacutec  was  such  as  to  indicate 
a  good  many  centuries  of  previous  growth 
and  development.  For  one  thing,  owing 
to  infiltrations  of  settlers  from  the  high- 
land districts,  the  physical  type  of  the 
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people  had  changed  from  pure  round- 
headedness  to  round-headedness  mingled 
with  a  considerable  element  of  long- 
headedness.  Also,  the  art  underwent 
drastic  modifications,  growing  from  the 
somewhat  faltering  attempts  at  in- 
choate realism  on  the  part  of  the  earliest 
comers  to  a  sure  and  masterful  realistic 
technique,  and  thence,  through  increas- 
ing formalism  and  symbolism,  declining 
into  intricate  and  lavish  conventionaliz- 
ation. All  this,  besides  indicating  that, 
at  the  time  of  their  conquest  by  the 
Incas,  the  Chimus  were  an  old-estab- 
lished society,  helps  us  to  arrive  at  an 
approximate  estimate  of  the  date  at 
which  the  Chimus  or  the  ancestors  be- 
gan arriving  on  the  coast  of  Peru  from 
Middle  America.  For,  just  as  the  ar- 
chaeologists who  laid  bare  the  wonderful 
sites  in  Crete  and  on  the  shores  of  the 
Aegean  had  a  chronological  measuring 
stick  in  the  dated  remains  of  Egypt,  so 
have  we,  in  Yucatan,  a  chronological 
measuring  stick  for  the  cultures  of  an- 
cient Peru.  In  recent  years  the  un- 
certainties which  have  so  long  shrouded 
the  historical  perspective  of  the  Maya 
and  Itza  peoples  of  Yucatan  and  of  the 
Toltec  and  Aztec  peoples  of  Mexico  have 
been  dissolved.*  It  has  been  shown 
that  the  Maya  culture  did  not  attain 
its  final  and  most  vigorous  development 
before  the  third  century  of  our  era  and 
that  the  period  from  about  320  A.  d.- 
600  A.  D.  was  that  in  which  the  Old  Maya 
Empire  in  what  is  now  northern  Guate- 

*  Cf.  Bowditch,  Memorandum  on  Iht  Maya  Calendar! 
used  in  the  Books  of  CkUan  Balam,  Amencan  Anthro- 

giotist.  Vol.  Ill  (Lancaster,  Pa.,  1901);  Means, 
istory  of  Ike  Spanish  Conquest  of  Yucatan  and  of  the 
It%as,  Peabody  Museum,  Papers,  Vol.  Vll  (Carnhndee. 
Maaa..  1917  );MoT]fy,  Correlation  of  Maya  and  Ckrisltan 
Chronology,  American  Journal  cf  Archaeology,  Vol. 
XIV,  pp.  193-204,  (1910):  Morley,  ^n  Introduction  to 
the  Study  of  Maya  Hieroglyphics  (WashinKton,  1915); 
Spinden,  A  Chapter  of  Ancient  American  History, 
American  Museum  Journal,  Vol.  XIV,  pp.  17-32  (New 
York,  1914) ;  Toiler,  The  Domain  of  the  Aztecs  and  their 
Relation  to  the  Prehistoric  Cultures  of  Mexico,  Holm4t 
Memorial  Volume,  pp.  464-448  (Wuhington,  1916). 
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ment  of  the  Maya  culture.*  This  evi- 
dence enables  us  to  assign  the  beginning 
of  the  Chimu  culture  to  a  period  which 
was  probably  not  earlier  than  200  B.  c, 
nor  later  than  200  a.  d.  From  the  in- 
ceptive art-forms  purely  Middle  Ameri- 
can in  character  which  were  distinctive 
of  its  first  period,  the  Chimu  culture 
workedupwardsand  evolved  many  modi- 
fications and  outlying  affinities  during 
the  succeeding  centuries. 

Such,  in  outline,  was  the  origin  and 
history  of  the  Chimu  people  of  the  north- 
em  half  of  the  Peruvian  coast.  The 
Yuncas  in  the  south  were  hardly  more 
than  an  off-shoot  of  the  main  Chimu 
stock.  Inland,  among  the  high  Andes, 
dwelt  other  peoples,  different  in  tongue, 
in  physical  type  and  in  culture  from 
their  contemporaries  on  the  coast.  The 
civilization  of  these  people,  who  were 
identified  with  the  eastern  watershed  of 
the  continent  in  point  of  origin,  and 

*  Cr.  HrdliEka.  1911,  PIb.  1  and  3. 


Cemrltn  <f  Uu  Fmboir  Mtanm.  CamtrUn.  Um 
Fig.  2. — A  Chimu  portrait-vaee. 

mala  was  at  its  zenith.  It  has  also  been 
proved  that,  for  centuries  before  the  be- 
ginning of  the  real  Maya  culture,  a  pre- 
liminary culture,  from  which  the  other 
was  destined  to  arise,  was  being  built  up 
over  a  very  large  area  in  America. 
Spinden  has  shown  that  this  culture, 
called  by  him  "The  Archaic  Type", 
should  be  credited  with  the  distribution 
throughout  Middle  America  and  north- 
em  South  America  of  the  practice  of 
agriculture  and  of  the  germs  of  later  arts. 
It  is,  therefore,  very  significant  that 
we  find  in  the  earliest  art  of  the  Chimu 
people  an  exact  parallel,  almost  a  re- 
plica, of  the  art  which  flourished  in 
Middle  America  prior  to  the  develop- 


FiQ.  3. — A  tatc  Chimu  vend  of  black  ware,  ahowiiiE  a 
realiatJolly  modeUed  aquath  and  a  bird. 
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who  probably  had  some  sort  of  racial 
affinities  with  the  great  Arawak  stock, 
does  not  seem  to  have  been  very  high 
until  it  began  to  be  colored  by  influences 
derived  from  the  coast.  Trade  was 
probably  active  between  shore  and  moun- 
tains from  an  early  period,  for  it  is 
known  that  some  of  the  earliest  coast 
textiles  were  made  of  llama  wool  brought 
from  the  highlands  and  because  feathers 
of  birds  who  lived  in  the  Amazonian 
jungles  were  Used  on  the  coast  at  an 
early  period.  Moreover,  as  we  have 
observed,  people  of  highland  type  be- 
came more  and  more  frequent  on  the 
coast  as  time  wore  on.  It  is  plain, 
therefore,  that  there  was  constant  inter- 
course between  seacoast  and  mountain 
valley,  and  we  need  not  be  surprised 
that  the  people  around  Lake  Titicaca 
should  have  borrowed  from  the  Chimus, 
and,  still  more,  from  the  Yuncas  ele- 
ments of  decorative  art  which,  in  their 
hands,  took  on  a  highly  complex  and 
formalized  character  marked  by  a  strong 
sense  of  rhythm  and  balance,  and  by  an 
almost  complete  lack  of  realism.  Nor 
should  the  fact  that  Yunca  art  (later  in 
its  Inception  than  Chimu  art)  is  far  less 
realistic  than  Chimu  art  cause  astonish- 
ment. 

Realistic  art  in  ancient  Peru,  there- 
fore, may  be  said  to  have  been  most 
excellent  among  the  Chimu  people  at  a 
period  midway  between  the  era  of  mi- 
grations and  the  time  of  the  Inca  con- 
quest. At  one  time,  in  the  course  of  its 
development,  Chimu  art  became  deeply 
impregnated  with  the  colourful  but  con- 
ventional tradition  which  had  grown  up 
at  Tiahuanaco  on  Lake  Titicaca,  a  trad- 
ition itself  based  upon  Yunca  and  Chimu 
art  of  an  earlier  period.  This  fact  nar- 
rows down  the  limits  within  which  we 
can  place  the  great  period  of  Chimu 
realistic  art  to  a  stretch  of  years  be- 
tween about  200  A.  D.  and  900  a.  d. 
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The  Chimu  art  of  the  time  between  900 
and  1450  was  deeply  tinged,  and,  from 
the  point  of  view  of  realism,  injured,  by 
the  Tiahuanaco  art  of  the  highlands. 

Having  now  outlined  the  ethnic  and 
chronological  position  of  the  best  real- 
istic art  of  ancient  Peru,  it  is  fitting  that 
we  should  now  examine  some  of  its 
characteristics.  Onewould  not,  of  course 
expect  to  find  in  any  art  produced  by 
American  Indians  a  scientific  knowledge 
of  anatomy  such  as  that  displayed  by 
the  Greeks  of  the  classic  period.  But, 
as  in  Yucatan,  one  finds  a  skill  in 
modelling,  composition  and  coloration 
in  Chimu  and  Yunca  realistic  art  which 
is  but  little  inferior  to  the  bulk  of  Greek 
art,  and  which  is  quite  on  a  par  with 
that  found  in  Minoan  Crete,  in  predy- 
nastic  Egypt  or  in  the  Bayeux  tapestry. 
As  in  the  case  of  the  latter  monument  of 
bygone  days,  Chimu  art  constitutes  an 
irrefutable  document  setting  forth  in 
great  detail  the  daily  lives  of  the  people 
who  produced  it.  Indeed,  it  is  from 
what  one  may  call  the  documentary 
point  of  view,  even  more  than  from  that 
of  aesthetics,  that  Chimu  realistic  art  is 
of  tremendous  importance.  There  are 
but  very  few  points  in  connection  with 
the  Chimu  people  and  their  activities  on 
which  the  realistic  vase-paintings  of  the 
people  do  not  enlighten  us.  For  ex- 
ample, portraits  such  as  Figures  2 
and  8  show  us  clearly  the  type  of  fare 
which  marked  the  Chimu  folk.  Aside 
from  the  anthropological  information 
contained  in  these  extraordinary  por- 
trait-vases, their  value  as  works  of  art 
is  remarkable.  Of  a  vase  of  this  type 
Jacquemart  says:*  "This  vase,  com- 
pK)sed  of  a  fine  head,  off'ers  at  once  a  real 
and  a  grandiose  type,  and  one  feels  that 
he  who  modelled  this  finely  outlined 
nose,   these  calm  eyes,   this  vigorous 


*  f Mfary  oftlu  Cenmk  Art,  p.  191. 
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Cairuiy  of  Tin  Pmtoiy  Uuumm 

Flu.  4. — A  Chiinu  vase  with  botb  modelled 
and  painted  scenes. 

mouth,  had  before  him  one  of  those 
primitive  and  powerful  organizations 
which  constitute  the  stock  of  the  old 
families  of  the  human  race. "  These  por- 
traits show  us  a  fine-looking  race  of  men ; 
they  also  show  us  the  sort  of  headdresses 
and  costumes  worn  at  that  period.  One 
thing  about  the  f>ortrait  class  of  Chimu 
pottery  is  to  be  regretted,  that  is  the 
fact  that  women  practically  never  are 
represented  in  the  portraits.  Asamatter 
of  fact,  in  all  the  hundreds  of  portrait- 
vases  studied  by  the  writer  in  many 
museums  and  collections,  not  more  than 
two  are  of  women.  In  other  classes  of 
Chimu  pottery,  also,  women  are  rare, 
though  not  quite  so  much  so  as  in  the 
portraits.  This  scarcity  of  female  fig- 
ures is  a  pity,  because  it  leaves  us  in 
considerable  uncertainty  as  to  the  type 


of  clothing  worn  by  the  women  and  as 
to  the  sorts  of  activity  in  which  they 

engaged.  The  modelling  of  the  pior- 
traits  could  hardly  be  improved  ufx>n, 
even  by  civilized  artists  of  to-day.  In 
some  cases,  the  matter  of  coloration  is 
hardly  inferior.  It  is  clear  that,  in  ad- 
dition to  their  rather  vigorous  cast  of 
countenance,  the  people  had  a  light 
coloration  not  unlike  that  of  the  Chinese, 
and  some  even  had  a  subdued  ruddy 
glow  in  their  cheeks.  It  would  be  diffi- 
cult to  believe  this  glow  true  to  nature 
were  it  not  for  the  fact  that  one  can  see 
in  Peru  to-day  pure-blooded  Indians, 
usually  women,  with  a  pronounced  pink- 
ish undertinting  in  the  cheeks.  The 
hair,  in  Chimu  vase-paintings  of  men, 
is  always  black  and  straight. 

Not  only  were  the  Chimus  skilful  as 
portrait-makers,  but  they  also  made 
excellent  representations  of  potatoes, 
maize,  squashes,  peanuts,  fruit  and  so 
on.  These  enable  us  to  know  exactly 
what  the  people  lived  on.  Some  of  the 
imitations  of  maize  are  so  true  to  nature 
that  they  have  made  it  possible  to 
identify  the  precise  variety  of  the  vege- 
table cultivated  in  Peru  at  that  time. 


Fig,  5. — A  relief  design  from  Chimu  vafe.    Front 
Baessler,  AndetU  Penman  Art,  pL  124. 
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Fig.  6.— a  hunting  k 


n  low  relief,  from  a  Chimu  v 


After  Baessleri  Anc 


U  Penman  Art,  fi.  40. 


Figure  3  shows  a  late  Chimu  representa- 
tion of  a  squash  and  a  bird. 

Less  realistic,  but  not  less  impwrtant, 
than  the  portraits  of  men  and  the  imi- 
tations of  objects,  are  the  landscajies, 
battle-scenes,  fishing-scenes,  hunting- 
scenes  and  other  representations  of  the 
ordinary  occupations  of  the  people. 
Both  modelling  in  the  round  and  paint- 


ing are  used,  often  both  on  one  vessel, 
as  in  Figure  4.  In  other  cases,  the 
painted  area  is  absent,  being  replaced 
by  attractive  incised  pictures  or  by  very 
low  relief,  as  in  Figures  5,  6,  and  16.* 
To  the  ordinary  art-critic,  of  course, 
some  of  these  decorations  will  not  seem 
to  be  truly  realistic.  But  they  are  so,  in 
spirit  and  endeavor,  if  not  in  achieve- 
ment. They  are  realistic  enough  for  us 
to  be  able  to  identify  with  their  help, 
the  sorts  of  fish  the  people  caught,  the 
kinds  of  animals  they  hunted  and  the 
sorts  of  houses  they  lived  in.  They  have 
this  degree  of  realism,  even  though  in- 
cipient formalization  sometimes  gives 
them  an  aspect  of  stiffness  and  restraint 
which  does  not  accord  with  the  best 
tenets  of  realism.  On  the  other  hand, 
even  such  designs  as  Figure  16  preserve 
enough  of  the  realistic  spirit  to  enable 
us  to  form  an  accurate  notion  of  the 
type  of  boats  used  by  the  people.  As 
far  as  sheer  realism  is  concerned,  the 
Chimu  portraits  have  a  near  rival  in 
the  representations  of  fish  and  other 
marine  animals.     In  Figures  3,  7,  11, 


*I  wish  toexprcBs  my  indebtedneM  to  Arthur  Baessler'a 
Ancitnt  Peruvian  Art,  a  work  upon  which  I  have  diuwD 
for  many  of  the  figures  that  accompany  this  article, 
put,  partly  anthropomorphic.    After  Baessler:  Ancttnl       yhat  work,  with  its  admirable  plates  by  W.  von  den 
Peruvian  Art,  pi.  I.  Steinen    is  a  veritable  treasury  of  early  Peruvian  art. 


Fig.  7.— A  Chimu  vi 


a  representation  of  an  octo- 
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Fig.  8. — Chimu  portrait-vasei.    From  Baes^er; 
Andent  Peruvian  Art,  pi.  22, 


Fig.  9. — Chimu  vases  represeiitinK  buildings.    From 
Baessler;  Ancitnt  Peruvian  Art,  pi.  13, 


Fig.  10. — A  Chimu  va»e  represent- 
an  open-air  pavilion.    From 

Baessler;  Andent  Peruvian  Art,  Fig.  11. — Design  from  Chimu  vase.    From  Baessler; 

pL  II.  AndeiU  Pempitxn  Art,  pi.  100. 
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15  and  18  we  see  very  realistic  images 
of  animal  life. 

Although,  as  has  been  noticed,  realism 
attained  its  greatest  and  most  complex 
development  among  the  Chimus,  an- 
other form  of  it  was  by  no  means  lack- 
ing in  the  art  of  the  Yuncas,  an  art 
which,  being  further  down  the  coast 
than  the  Chimu  art,  was  probably  later 
in  its  beginning  and  was  certainly  more 
formalized  in  its  general  character. 
From  the  time  when  realistic  Chimu 
art  reached  its  zenith  a  strong  tendency, 
often  found  in  aging  arts,  toward  form- 
alization and  symbolization  manifested 
itself  in  the  art  of  the  Peruvian  coast. 
By  the  time  Yunca  art  had  reached  its 
highest  development,  this  tendency  had 
gained  considerable  headway.  Flowing 
and  life-like  lines  had  given  place  to 
more  artificial  ones ;  color  had  increased 
in  richness  and  it  sometimes  combined 
very  happily  with  the  vestiges  of  real- 
ism of  line  to  form  realistic  representa- 
tions of  birds,  plants,  fishes,  and  other 


CaarUty  of  llu  Amirian  Man 
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•I  >^  Naluat  Urimry, 


Fig.  12. — A  YuDca  vessel,  sbowiiiK  two  partly  realistic 
fiahes.    The  colon  of  this  specimen  are  very  rich. 
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Ciuauiy  ol  llu  Boaon  Itmuum  sf  Fint  A  rts 
Fig.  13. — A  late  Chimu  portrait  vase  in  black  ware. 

comparatively  simple  objects.  Figures 
1  and  12  show  realistic  or  partially 
realistic  designs  on  vases  from  the  Yunca 
region.  The  coloration  in  these  decora- 
tions is  exquisite,  so  rich,  in  fact,  as  to 
give  them  almost  a  jewel-Hke  or  enamel- 
like glow  and  brilliancy.  Yet,  despite 
theanti-realisticelementjustmentioned, 
it  is  easy  to  see  realism  in  the  humming- 
birds in  Figure  1. 

As  Yunca  art  was  less  realistic  than 
Chimu,  so  was  Tiahuanaco  art,  in  the 
basin  of  Lake  Titicaca,  less  realistic 
than  Yunca.     In  the  latter,  as  has  been 
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Fic  17. — A  fine  mummy-cloth  from  Anooci,  •howing  a  dcaign  with  element*  of 

decoration  derived  from  the  art  of  Tiahuanaco.    After  ReiM 

and  Stiid>el:  Nter^pOU  ff  Anton,  PI.  49. 
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pointed  out,  there  was  still  considerable 
vigor  in  the  realistic  tendency,  but  in 
Tiahuanaco  art  there  is  almost  nothing 
naturalistic.  Intense  elaboration,  deep- 
ly colored  with  ever-increasing  form- 
ality, rhythm,  balance  and  symboliza- 
tion,  is  the  keynote  of  Tiahuanaco  art 
in  all  its  phases.  In  the  course  of  time, 
the  Tiahuanaco  art  of  the  highlands 
came  to  exercise  a  strong  influence  on 
the  aging,  but  still  somewhat  realistic 
art  of  the  coast.  Through  some  means 
or  other,  probably  by  those  offered  by 
trade,  the  highland  people  injected  their 
colorful  but  pompous  art-traditions  into 
theoldersocietiesoftheseaboard  whence, 
some  time  before,  their  own  type  of  decor- 
ation had  taken  its  origin,  although 
greatly  altered  afterwards.  The  high- 
land influence,  however,  was  not  strong 
enough  to  obliterate  the  realistic  habit 
of  the  Chimu  and  Yunca  vase-makers. 
In  Figures  13  and  18  we  have  two  black- 
ware  vessels  from  the  Chimu  region  of 
the  sort  made  just  before  the  Inca  con- 
quest. Though  far  less  excellent  than 
the  earlier  types  of  realistic  art  on  the 
coast,  these  vessels  are  yet  essentially 
life-like  in  their  modelling.  In  Figure 
17  we  have  a  textile  design  from  Ancon 
which,  though  closely  linked  with  the 
Tiahuanaco  art,  nevertheless  preserves 
an  appreciable  degree  of  realism,  espec- 
ially in  the  bows  and  arrows. 

Inca  art,  very  closely  related  to  Tia- 
huanaco art,  was,  in  its  pure  state,  al- 
most entirely  geometric.  When,  in 
later  times,  however,  not  long  before 
the  Spanish  Conquest,  Inca  rule  spread 
to  the  coast  where  it  absorbed  the  old 
Unca  and  Chimu  societies,  a  tendency 
toward  realism,  not  very  vigorous,  but 


still  apparent,  made  itself  felt  as  the 
result  of  contact  with  the  ancient  coast 
art  and  with  its  realism.  Thus  we  may 
say  that  the  Chimu  people,  coming  from 
Middle  America,  brought  with  them  to 
Peru  a  young  art  growing  toward  a  re- 
markable realism  and  that,  wherever 
realism  appears  in  ancient  Peruvian  art, 
it  may  be  traced  back  to  the  Chimu 
people  who  first  introduced  it. 

Boston. 


Fig.  18.— a  tate  Chimu  black  ware  vooel 
representing  a  fox. 
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AN  INSPIRING  EXHIBrnON  OF  AMERICAN 
TEXTILES 

Ada  Rainey 


TEXTILE  art  in  America  is  assum- 
ing proportions  that  must  neces- 
sarily attract  the  attention  of  all 
who  are  interested  in  the  future  of 
our  industrial  art  It  is  significant  of 
good  things  to  come  to  know  that  there 
is  a  widespread  interest  in  really  harmo- 
nious and  beautiful  designs  in  fabrics 
which  are  used  in  household  decorations, 
in  wearing  apparel,  and  in  textiles  for 
public  buildings. 

World  movements  have  always  di- 
rectly affected  art  movements;  their 
relation  is  close.  A  certain  epoch  in 
history  always  produces  a  distinct  effect 
on  the  thoughts  of  the  people  which  in 
turn  is  reflected  in  their  art  expressions. 
In  the  midst  of  the  present  titanic  world 
struggle,  industrial  conditions  are  being 
quickly  influenced,  even  before  the 
effects  of  present  great  events  have  had 
time  to  change  men's  thoughts.  The 
central  fact  is  that  the  supply  of  Euro- 
pean art  talent  is  cut  off  from  the 
American  market. 

Our  manufacturers  realize  that  it  will 
doubtless  be  years,  if  ever,  before  nor- 
mal conditions  will  be  restored.  With 
the  French,  German,  and  Italian  sources 
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of  influence  cut  off,  the  manufacturer 
in  despair  was  compelled  to  turn  for  his 
designs  to  the  artists  at  his  door,  whom 
he  had  previously  passed  by  with  scorn. 
The  American  artist  has  filled  the  place 
of  his  brothers  across  the  sea  in  a  man- 
ner that  will  affect  the  art  repression 
of  America  for  years,  perhaps  for  dec- 
ades to  come.  A  miracle  has  come  to 
pass.  The  land  of  commercialism  and 
mechanical  ingenuity  has  not  been 
found  lacking  in  resources  of  artistic 
technique  and  inspiration. 

The  interesting  thing  is  that  me- 
chanical and  commercial  ability  has 
been  the  means  of  bringing  to  fruition 
the  artistic  talent  which  we  as  a  nation 
did  not  think  we  possessed.  Really, 
textile  art  has  proved  the  connecting 
link  between  commerce  and  art.  The 
useful  and  the  beautiful  have  been 
united  in  a  manner  scarcely  believed 
possible  a  few  years  ^o. 

The  story  of  their  meeting  and  mat- 
ing is  as  follows: 

Not  more  than  a  decade  ago  archae- 
ologists were  electrified  by  the  discov- 
eries of  traces  of  ancient  Peruvian  civili- 
zation in  South  America.    Along  the 
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Andean  Plateau  in  Equador,  Bolivia, 
and  Peru  remains  of  the  civilization, 
brilliant  and  expressive,  were  found  pre- 
served from  the  corroding  influence  of 
time  by  the  dry  atmosphere  and  kindly 
sands  of  a  climate  not  unlike  that  of 
Egypt. 

Pottery,  gold  and  silver  ornaments, 
baskets,  and,  most  highly  developed  of 
all,  numerous  examples  of  textile  art 
were  exhumed.  Peruvian  fabrics, 
woven,  dyed,  and  embroidered,  were 
taken  from  mummies  and  from  graves. 
The  fabrics  were  used  in  much  the  same 
way  as  the  mummy  cloth  of  the  Egyp- 
tians, but  differing  from  it  in  that  the 
Peruvian  fabrics  were  a  world  of  revela- 
tion of  their  civilization  because  taking 
the  place  of  the  hieroglyphs  of  the 
Egyptians  and  the  papyrus  writing  of 
the' Greeks  and  the  Romans. 

The  Peruvian  designs  are  truly  deco- 
rative, expressing  beauty  of  form  and 
a>lor,  emphasized  by  symbolic  repre- 
sentations of  animals  and  human  forms. 
The  wealth  of  harmony  and  charm  is 
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here  revealed  expressed  with  great  tech- 
nical skill.  Peruvian  textiles  are  with- 
out doubt  the  highest  expressions  of  the 
weaver's  skill  known  to  civilization. 
As  many  as  300  two-ply  weft  have  been 
counted  in  a  single  square  inch.  The 
colors  are  lai^ely  reds,  browns,  violets, 
blues,  and  greens,  woven  into  a  sym- 
phony of  varied  forms.  The  fish,  bird, 
cat  and  human  form,  were  convention- 
alized through  many  forms  in  Peruvian 
art  and  there  also  arose  many  designs 
which  had  a  basis  in  technical  expres- 
sion. 

Many  of  these  treasures  of  Inca  and 
Peruvian  civilization  were  bought  for 
the  Museum  of  Natural  History  by 
Mr.  C.  W.  Meade,  the  assistant  cura- 
tor, who  at  once  sensed  the  educational 
value  of  this  rich  mine  of  design  and 
color.  Through  the  assistance  of  Mr. 
M.  D.  C.  Crawford,  textile  expert  and 
design  enthusiast,  these  two  men  have 
succeeded  in  bringing  a  new  world  of 
design  to  the  attention  of  modem  New 
York  artists.   Mr.  Crawford  has  spoken 
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to  increasing  numbers  of  artists  and  to 
silk  and  cotton  manufacturers  of  the 
value  of  the  study  of  these  forms  of 
textile  expression. 

In  response  to  a  number  of  prizes 
offered  by  Mr.  Albert  Blum,  of  the 
United  Piece  Dye  Works,  for  a  competi- 
tion of  textile,  an  exhibition  of  actual 
fabrics  took  place  in  the  new  galleries 
of  the  Art  Alliance  of  America  in  New 
York,  in  May,  1917.  This  exhibition 
was  said  by  textile  experts  to  be  the 
best  and  most  important  of  its  kind 
ever  held  in  America.  It  was  the  direct 
result  of  the  work  done  in  the  Museum 


of  Natural  History  by  Mr.  Meade  and 
Mr.  Crawford  in  leading  the  artists  to 
a  new  source  of  inspiration.  The  talent 
of  the  American  artist  is  undoubted, 
but  guiding  and  judicious  training  are 
necessary  to  produce  results  of  perma- 
nent value. 

The  many  designs  submitted  to  the 
judges  in  the  textile  competition  tri- 
umphantly proved  that  there  is  origi- 
nality, technical  facility,  and  real  ability 
amongourAmericanartists.  Thesource 
of  their  inspiration  was  seldom  from 
the  well-known  Greco-Roman  stream. 
The    most   interesting   designs   were 
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Second  priie — Mrs.  Helen  C.  Reed. 
Batik — light  and  dark  shades  of  blue. 


founded  on  Peruvian,  Javanese,  South 
Sea  Island,  and  Oriental  influence.  This 
change  of  front  is  significant.  It  marks 
the  opening  of  an  unused  source  of  in- 
spiration which  more  truly  belongs  to 
us  than  does  the  classic.  There  is  no 
nationality  in  great  art,  but  all  great  art 
has  been  most  virile  as  the  artist  has 
followed  the  natural  and  not  the  bor- 
rowed form  of  inspiration.  The  ancient 
Peruvian,  Inca,  and  Mexican  designs 
are  rather  closer  to  us  than  are  those  of 
Europe. 

There  was  great  variety  in  the  mate- 
rial used  and  in  the  designs  and  colors 
employed.  Block  printing  was  the  most 
conservative  element  in  the  exhibition. 
The  designs  were  printed  on  silks,  chif- 
fons, linens,  and  velvets.  The  work- 
manship was  of  the  highest,  the  color- 
ing rich  and  subdued.  The  designs  were 
suitable  in  many  instances,  with  few 
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changes,  for  immediate  reproduction  by 
machine  rollers. 

The  most  original  and  interesting 
fabrics  of  the  exhibition  were  the  Batiks. 
These  were  a  delight  to  the  eye,  em- 
bodying various  forms  and  abstract 
beauty  which  were  an  inspiration  to 
the  beholder,  a  wealth  of  suggestion  to 
the  artist  and  the  manufacturer. 

There  were  many  designs  of  dis- 
tinctly "modern"  forms,  outcroppings 
of  the  so-called  Modern  School,  flam- 
boyantly brilliant,  startling  in  dar- 
ing to  thrust  aside  the  shackles  of 
the  past — crude,  strident,  and  blatant, 
but  the  heralds  of  a  new  day  when  the 
real  feeling  of  our  artists  will  find  a 
mode  of  expression  truly  their  own. 

The  color  element  was  perhaps  the 
most  valuable  contribution  to  indus- 
trial art.  ChifTons,  scarfs  of  delicate 
iridescent  hues  mingled  their  loveliness 
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with  the  dark  strength  of  tie-dyed  wall- 
coverings—the designs  often  culled  from 
an  East  Indian  shawl  or  carpet.  Em- 
broideries of  quaint  pattern  in  vivid 
worsted  or  hook  work  arrested  the  curi- 
ous and  even  puzzled  the  connoisseur 
for  their  true  origin.  Tapestries  that 
might  have  owed  their  origin  to  the 
figures  seated  on  the  dais  of  a  Norman 
castle,  rubbed  shoulders  with  the  most 
advanced  interpretation  of  the  ''An- 
nunciation. " 

Many  of  the  pieces  submitted  to  the 
jury  were  too  frankly  devoted  to  the 
worship  of  the  ugly  to  be  admitted  by 
men  who  loved  beauty  and  were  seek- 
ing to  speed  the  cause  of  American  art. 
On  the  other  hand,  there  were  textiles 
that  were  restrained  with  the  charm  of 
classic  simplicity.  As  a  whole  the  work- 
manship was  of  a  high  grade  of  excel- 
lence. In  fact,  so  unusual  was  the 
quality  of  the  fabrics  in  regard  to  de- 
sign, color,  and  technique  that  two  of 
the  judges,  Mr.  Edward  L.  Mayer  and 
Mr.  E.  Irving  Hanson,  of  the  Mallinson 
Silk  Company,  offered  to  augment  the 
original  prizes  of  Mr.  Blum  by  giving 
six  additional  prizes  of  $25  each.  The 
judges,  among  whom  were  also  Prof. 
Arthur  W.  Dow,  of  Columbia  Univer- 
sity, and  Mr.  M.  D.  C.  Crawford,  who 
has  already  been  mentioned,  were  sur- 
prised and  delighted  with  the  variety, 
unusual  originality,  and  technical  facil- 
ity of  the  work  sent  in.  Over  five  hun- 
dred pieces  were  submitted  to  the 
judges  by  140  artists.  About  250  pieces 
were  accepted. 

Many  of  the  prominent  textile  manu- 
facturers and  buyers  visited  the  exhibi- 
tion and  signified  their  interest  and  ap- 
proval of  the  work  shown.  Often  the 
design  was  too  "advanced"  for  use  by 
the  commercial  man.  They  declared 
the  public  was  not  ready  for  such  un- 
usual work,  yet  most  of  them  were  will- 


ing to  entourage  the  American  artbt 
and  his  designs.  The  important  thing 
accomplished  is  that  a  meeting  ground 
has  been  established  whereby  manu- 
facturer, artist,  and  public  may  meet 
to  become  acquainted.  The  results  from 
this  acquaintance  are  sure  to  be  produc- 
tive of  good  to  the  cause  of  our  indus- 
trial art. 

Mr.  Crawford  says  of  this  exhibition: 

"The  Museum  of  Natural  History, 
Women's  Wear,  The  Art  Alliance,  and 
different  members  of  the  industry,  both 
wholesale  and  retail,  co-operated  in  a 
movement  that  comprehends,  not  only 
research  and  the  use  of  original  mate- 
rial, but  also  the  training  of  artists  in 
the  technical  limitations  of  the  machine. 
The  exhibition  of  hand-decorated  fab- 
rics was  conducted  in  the  hope  of  lead- 
ing the  artist  back  to  his  craft,  which 
would  put  him  in  closer  artistic  sym- 
pathy with  textile  design,  as  all  design 
that  we  have  today  sprang  originally 
from  hand  craf tmanship. " 

The  Art  Alliance  of  America,  where 
this  exhibition  was  held,  is  in  the  van- 
guard of  the  forces  devoted  to  the  cause 
of  American  art.  It  affords  a  meeting 
ground  for  the  artist,  buyer,  and  public 
alike  and  encourages  young  artists  to 
produce  original  work  and  then  helps 
them  to  find  a  market  for  their  creations. 

So  stimulating  was  the  exhibition 
that  another  competition  and  exhibi- 
tion has  been  arranged  to  be  held  in 
the  galleries  of  the  Art  Alliance,  in 
co-operation  with  the  trade  journal, 
Woman's  Wear,  from  October  22d  to 
November  3d.  For  this  competition 
only  designs  are  acceptable  adaptable 
for  fabrics  for  women 's  wear  from  a  prac- 
tically commercial  and  artistic  stand- 
point. Seven  hundred  and  fifty  dollars 
in  prizes  have  been  offered  by  various 
commercial  firms. 
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PORTRAITS  BY  VAN  DYCK  WHICH  HAVE 
COME  TO  AMERICA 

D.  M.  Robinson 


THE  firm  of  Lewis  and  Simmons  of 
New  York  City  some  months  ago 
obtained  from  the  Earl  of  Den- 
bigh six  magnificent  portraits  by  Van 
Dyck,  of  which  we  reproduce  illustra- 
tions in  this  number  of  Art  and  Ar- 
chaeology by  their  kind  permission. 
"The  Countess  of  Clanbrasil "  (p.  256) 
has  recently  been  purchased  by  Henry 
C.  Frick.    The  others  represent  James 


Stuart,  Duke  of  Richmond  and  Lennox; 
The  Duchess  of  Richmond  and  her 
DwarffMrs.Gibson;  a  portraitof  a  lady; 
Queen  Henrietta  Maria;  and  King 
Charles  L  "The  Duke  of  Richmond" 
(p.253)isrepresentedwith  the  dog  which 
saved  him  from  assassination  by  waking 
him  from  sleep  in  time  to  escape.  He 
stands  caressing  his  dog  with  his  right 
hand,  while  his  left  rests  on  his  hip. 


O  ImH  b-  Slmmoml 

The  DucheM  of  Richmond  and  Dwarf,  by  Van  Dyck. 
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The  Duke  of  Richnxind,  by  Van  Dyck 
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Portrait  of  a  Lady,  by  Van  Dyck 
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He  wears  a  black  dress  and  cloak  with  and  with  the  insignia  of  the  Order  of  the 
star,  blue  stockings,  black  shoes  with  Garter.  The  "Portrait  of  a  Lady" 
enormous  rosettes,  and  a  broad  lace  (p.  255)  represents  in  "Flemish"  style  a 
collar  about  his  neck.  He  wears  his  lady,  once  supposed  to  be  Lady  Eliza- 
hair  long,  falling  over  his  shoulders,  beth  Fielding,  afterwards  Countess  of 
He  was  a  cousin  of  King  Charles  I  and  Guildford  who  died  in  1673,  seated  to 
accompanied  his  King  to  the  scattold.  left  looking  at  the  spectator.  She  wears 
It  is  said  that  he 
died  in  1655  of  a 
broken  heart  on  ac- 
count of  the  death 
of  his  King.  The 
canvasis  80  by  47^ 
inches.  In  "The 
Duchess  of  Rich- 
mond "  (p.  253; 
Mary  Villiers,. 
daughter  of  the 
first  Duke  of  Buck- 
ingham, who  died 
ill  1685,  stands 
with  one  foot  on  a 
step  on  which  Mrs. 
Gibson,  the  dwarf, 
is  standing.  With 
her  right  hand  she 
is  taking  a  glove 
from  a  salver  which 
the  dwarf  holds. 
Her  left  hand  holds 
a  fold  of  her  skirt.' 
She  wears  a  blue 
dress  with  flowing 
sleeves  turned  back 
to  show  a  crimson 
lining.  Mrs.  Gib- 
son wears  a  dress 
of  red  velvet  and 
thegroupis  wellset 
oH  against  the  ar- 
chitectural background  and  the  land- 
scape seen  to  the  left.  The  canvas  is  8 1 
by  48  inches.  The  "Portrait  of  King 
Charles  I"  (p.  228)  is  29>^  by  24>^  inches 
and  represents  him  in  half  length  to  the 


a  dark  gold  em- 
broidered dress 
with  high  stiff  ruff, 
and  rests  her  left 
hand  on  the  arm  of 
the  chair.  The 
canvas  is  58  by 
42^  inches  and 
was  probably 
painted  in  Genoa. 
The  flattering  por- 
trait of  "Queen. 
Henrietta  Maria" 
in  white  dress  and 
cloak  with  a  blue 
bow  represents  a 
half  figure  of  the 
daughter  of  Henry 
IV  of  France  and 
Marie  de  Medici, 
who  married 
Charles  I  in  1625 
and  died  in  1669. 
Van  Dyck  was  in- 
structed to  paint 
her  in  three  posi- 
tions, and  two 
other  portraits,  one 
full  face,  and  the 
other  a  profile  to 
left  are  at  Windsor 
Castle.  The  can- 
vas    is    2S}4    by 

24^  inches  and  was  painted  in  1639 

and  given  by  the  King  to  the  Earl  of 

Denbigh. 
All  these  six  portraits  belonged  to  the 

Earl  of  Denbigh,  who  is  now  a  Colonel 
left,  in  three-quarter  profile,  wearing  a  of  the  City  of  London  Territorial  Force 
black  dress  with  wide  falling  lace  collar    and  Aide-de-Camp  to  H.  M.  George  V. 

[256] 
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The  Qiuntess  o(  Clanbrasil,  by  Van  Dyck. 
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CURRENT  NOTES  AND  NEWS 

Posters  by  High  Sdool  Pufnts 

SOME  three  hundred  Red  Cross  and  Thrift  posters  were  made  by  High  School 
pupils  of  New  York  City,  in  competition  planned  by  the  School  Art  League  of 
New  York  City,  under  the  chairmanship  of  Mrs.  Laurent  Oppenheim. 

Dr.  James  P.  Haney,  director  of  art  in  the  High  Schools,  announced  that  any 
school  where  twenty-five  or  more  posters  were  made  by  pupils  out  of  school  hours 
and  without  assistance,  was  eligible  for  three  prizes,  a  five-dollar  gold  piere,  a 
silver  medal,  and  a  bronze  medal.  As  a  result,  fourteen  High  Schools  held  ex- 
hibitions of  from  twenty-five  to  fifty  posters.  Three  prizes  and  several  honorable 
mentions  were  awarded  in  each  school. 

The  prize-winning  posters  were  then  hung  for  a  few  days  at  the  Washington 
Irving  High  School.  Here  the  final  awards  were  made  by  a  jury,  the  chairman 
of  which  was  Edwin  R.  Blashfield,  president  of  the  Mural  Painters.  The  gold 
medal  was  given  to  a  poster  entitled  "  Do  your  Bit"  by  Abbie  Bollin  of  Erasmus 
Hall  High  School,  which  shows  a  small  boy  leaning  over  a  flowerpot,  where  a 
diminutive  plant  is  just  sprouting.  The  silver  medal  weis  won  by  Thomas  Beggs 
of  Manual  Training  High  School,  for  a  poster  entitled  "Menacing  War  Cloud" 
wherein  a  farmer,  at  work  in  the  fields,  suddenly  sees  a  cloud  whose  outline  reveals 
a  marching  army.  The  bronze  medal  was  given  to  Andrew  E.  Buzzell  of  DeWitt 
Clinton  High  School,  whose  appeal  to  "Help  the  Red  Cross"  was  made  by  show- 
ing two  Red  Cross  tents  in  the  shadow  of  a  ruined  cathedral. 

The  sixty-two  best  posters  were  then  exhibited  at  the  Knoedler  Galleries. 
They  attracted  much  favorable  attention,  both  for  the  technical  excellence  of  the 
work  and  the  originality  of  the  ideas,  whereby  these  young  people  have  expressed 
their  patriotism.  A  number  of  posters  are  being  reproduced  for  the  use  of  the 
Red  Cross,  Mr.  Hoover's  Food  Conservation  Department,  the  Girl  Scouts,  and 
other  organizations.  Arrangements  for  purchasing  these  posters  to  be  repro- 
duced for  patriotic  purposes,  can  be  made  by  communicating  with  the  School 
Art  Le^ue. 

Traveling  groups  of  posters  have  been  arranged.  One  is  devoted  entirely 
to  Red  Cross  subjects,  another  to  Thrift  and  Conservation,  and  a  third,  which  is 
of  special  interest  to  teachers  and  art  students,  contains  both  subjects.  Each 
group  numbers  from  fifteen  to  twenty-five  posters.  These  collections  make  a. 
special  appeal  to  those  interested  in  the  mobilization  of  our  country's  resources. 
Art  societies  and  women's  clubs  doing  patriotic  service  will  find  these  posters  very 
useful  in  attracting  attention  to  their  work.  To  societies  actively  interested  in 
furthering  art  work  in  the  schools,  the  exhibition  will  be  of  use  in  showing  how  the 
artistic  talent  of  High  School  pupils  may  be  mobilized  in  patriotic  services. 
High  School  teachers  and  pupils  will  find  it  especially  helpful  in  color  and  design. 
The  posters  are  unframed  and  of  uniform  size,  measuring  30  x  20  inches.  These 
groups  of  poster  designs  may  be  secured  for  exhibition  by  communicating  with 
Miss  Florence  N.  Levy,  Secretary  of  the  School  Art  League,  215  West  57th  St. 
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%  Costa's  "A've  Marid"  and  the  Bra^l  National  School  of  Art 

ON  the  famous  Avenida  Rio  Brancho  in  Rio  de  Janeiro  stands  a  splendid 
building  in  which  is  housed  the  National  Scliool  of  Art  of  Brazil.  Its 
Director  is  Senor  Joan  Baptista  de  Costa,  a  man  of  prodigious  industry  and  great 
versatility,  whose  mural  [)aintings,  landscapes,  and  figure  work  have  already 
brought  him  distinction  at  home,  and  are  winning  for  him  renown  abroad. 
Senor  de  Costa  has  increased  the  popularity  of  the  Art  School  building,  where  of 
course  there  is  regular  work  in  the  teaching  of  sculpture,  painting,  and  archi- 
tecture by  enlarging  the  permanent  collection  of  paintings  and  of  statuary, 
and  by  opening  the  building  to  an  annual  salon  for  the  exposition  of  the  work  of 
contemporary  artists. 

Among  the  paintings  in  the  1916  salon  was  the  one  which  is  reproduced  on  the 
opposite  page.  The  background  of  the  painting  is  a  lovely  bit  of  that  Brazilian 
paradise,  PetropoHs,  the  highlying  city  which  is  the  summer  capital  of  Brazil, 
where  nature  has  laid  on  the  luxuriant  vegetation  of  the  tropics  a  veritable  riot 
of  glorious  colors. 

"The  painting  is  called  'Ave  Maria';  it  depicts  a  scene  at  eventide;  the  sun 
has  just  sunk  behind  the  highest  ridge  of  the  mountains;  a  roadway  runs  up  the 
hillside,  a  church  stands  beside  the  road,  and  from  its  steeple  the  belt  rings  out 
the  evening  call  to  prayer;  a  girl  of  the  people,  a  typical  Portuguese-Brazilian 
has  heard  the  message  of  the  Angelus,  and  pausing  in  her  walk,  draws  her  rosary 
from  her  bosom  and  stands  with  the  cross  in  her  hands,  while  her  lips  repeat  the 
prayer.  The  afterglow  of  the  dying  sun  falls  on  the  scene,  bringing  out  a  gor^- 
ous  radiance  of  ambers  and  of  greens  which  frame  the  devout  face  of  the  praying 
girl"  (N.  C.  W.). 

Senor  Joan  Baptista  de  Costa  is  the  painter  of  this  good  piece  of  work. 
The  painting  was  purchased  by  one  of  the  patrons  of  the  Archaeological  Institute 
of  America  while  in  Brazil  summer  before  last.  Itwasonexhibition  in  one  of  the 
Baltimore  art  stores  and  was  published  in  the  Baltimore  Sun  of  February  9, 
to  the  courtesy  of  whose  Art  Department  and  Art  Director,  E.  W.  Hobbs,  as 
well  as  to  the  permission  of  the  owner,  we  are  indebted  for  the  opportunity  to 
reproduce  the  painting  for  the  readers  of  Art  and  Archaeology. 

R.  V.  D.  H. 

Excavations  at  Otcnvi,  New  Mexico 

UNDER  the  direction  of  Mrs.  L.  L.  W.  Wilson,  the  Commercial  Museum, 
Philadelphia,  has  concluded  its  third  summer  of  excavations  at  Otowi, 
Bandelier  National  Monument,  New  Mexico.  All  the  rooms  of  the  North,  South, 
and  East  Houses  of  Great  Otowi,  all  of  the  rooms  of  the  East  House,  Little 
Otowi,  in  addition  to  several  rooms  in  the  West  House  and  many  single  rooms  and 
one  Kiva  in  the  seventeen  small-house  ruins  of  Little  Otowi  have  now  been 
excavated.  The  caves  in  the  immediate  neighborhood  have  been  explored. 
The  whole  region  has  been  mapped. 

The  most  interesting  discoveries  of  the  past  summer  were: 
(a)  A  colored  fresco  of  a  mountain  lion.    This  was  found  on  the  south  wall  of 
a  large  square  ceremonial  room,  12  by  14  feet,  near  the  middle  of  the  East  House. 
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The  body  is  yellow  ochre,  outlined  with  black.  It  is  opposite  a  fine  ceremonial 
fireplace.  Just  north  of  the  fireplace  is  a  well-made  door  a  foot  wide  and  a 
foot  nine  inches  deep  which  leads  into  the  longest  room  excavated,  24  feet  by 
8  feet  3  inches.  The  doorway  entrance  in  the  long  room  is  flanked  on  each  side 
by  two  large  stones,  (b)  In  the  caves;  prayer  sticks.  One  measured  9}4  by  \}4 
inches.  To  it  is  still  attached,  with  a  bit  of  yucca  rope,  the  plume  of  an  eagle. 
(c)  Porches  are  found  on  three  sides  of  all  the  buildings,  contrary  to  previous 
suppositions,  (d)  A  petroglyph  representing  a  battle  scene.  There  are  11 
human  figures,  in  all  kinds  of  positions.  One  is  throwing  a  bolo,  another  wielding 
a  battle  axe.  The  sun,  moon,  deer,  two  birds,  one  a  turkey,  and  a  gigantic  arrow 
are  also  depicted.  At  the  bottom  on  the  right  is  shown  a  man  with  two  hand 
signs — much  like  the  head  of  the  "avanyu. " 

Other  important  results  were  the  acquisition  of  six  barrels  and  three  boxes  of 
material,  consisting  of  pottery ;  tools  and  instruments,  ornaments,  and  ceremonial 
objects  of  bone,  stone,  wood ;  food  bones  of  many  different  animals  from  bison  to 
fish;  squash  seeds  and  shell,  gourd  shell,  com. 

Pottery.  Seventeen  whole  jars  were  found  including  four  lar^  tinajas;  also 
about  25  or  30  jars  and  bowls.     Especially  important  are: 

New  variations  of  the  '"  avanyu  ",  notably  an  outside  border  of  a  succession  of 
numerous  heads;  a  bowl  decorated  with  a  naturalistic  butterfly;  several  natural- 
istic representations  of  birds,  one  of  a  man ;  whirling  avanyus  with  two  and  four 
arms  as  well  as  several  with  the  usual  three  arms;  several  perfect  small  offering 
ollas  in  black  and  white  ware;  a  small  perfect  red  ware  bowl  with  vertical  sides; 
sherds  and  whole  pieces  showing  probable  influence  of  different  kinds  of  pottery  on 
each  other;  a  naturalistic  sunin  black  and  white;  geometrical  patterns  on  biscuit; 
panelling,  alternation  of  design,  and  a  bird  border  on  biscuit ;  an  apparently  con- 
necting link  between  the  pottery  of  the  old  small  house  ruins  and  that  of  the  large 
houses  in  that  of  Little  Otowi ;  numbers  of  cloud  blowers,  two  of  them  exceptionally 
beautiful,  one  representing  a  fish. 

The  most  unusual  single  piece  of  stone  ware  is  a  large  spindle  whorl,  a  double 
cone,  covered  with  a  quarter  inch  of  potter  clay;  in  a  hole  underneath  the  floor 
were  found  half  a  dozen  large  spearheads  and  knives;  in  another  hole  ten  fetish 
stones,  possibly  phallic  enblems;  an  unusually  large  collection  of  bones,  awls, 
needles,  whistles,  flutes  was  also  excavated. 

A  bow,  many  arrow  shafts,  prayer  sticks,  a  bundle  of  dice  sticks  were  found. 

Yucca  fibre  and  ropes;  also  a  thick  ring,  yucca  wound,  four  inches  in  diameter, 
probably  a  head  ring  to  hold  a  jar,  were  also  among  the  things  excavated. 

L.  L.  W.  WiLSON. 
The  Christmas  ^mbtr  of  ART  AND  ARCHAEOLOGY,  t^iy 

ACTIVE  and  subscribing  members  of  the  Archaeological  Institute  were  very 
generous  last  December  in  sending  the  Christmas  number  of  Art  and 
Archaeology,  with  an  annual  subscription  for  1917,  as  a  Christmas  gift  to  their 
friends.  As  a  result  of  thfe  substantial  cooperation  several  hundred  names  were 
added  to  our  mailing  list.  We  shall  appreciate  a  renewal  of  this  effective  assis- 
tance, and  if  readers  will  kindly  send  Art  and  Archaeology,  The  Octagon, 
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Washington,  D.  C,  the  names  and  addresses  of  friends  they  wish  to  remember 
in  this  way,  the  December  number  will  be  promptly  mailed,  with  an  appropriate 
Christmas  card. 

'Dedtcation  of  ^  New  Art  Museum,  School  of  American  Research^  Sante  Fe,  N.  M. 

THE  New  Art  Museum,  of  the  Museum  of  New  Mexico  and  of  the  Schod  of 
American  Research,  was  dedicated  with  imposing  ceremonies  at  Santa  Fe 
November  24-28.  At  the  formal  opening  Saturday  evening,  November  24th 
addresses  were  made  by  Governor  Lindsey,  Secretary  of  State  Lucero  and 
Senator  Jones,  al!  of  New  Mexico,  and  by  Colonel  Collier  of  San  Diego.  These 
addresses  were  followed  by  the  opening  of  the  exhibition  of  Southwestern  Art, 
and  a  public  reception  by  the  Women's  Museum  Board. 

On  Sunday  evening  occurred  the  dedication  of  the  new  Museum  with  an 
address  by  Hon.  Frank  Springer,  President  of  the  Santa  Fe  Society  of  the  Insti- 
tute. The  three  following  days  were  devoted  chiefly  to  sessions  of  a  Congress  of 
Science  and  Art  at  which  papers  were  read  by  F.  W.  Shipley,  President  of  the 
Archaeological  Institute,  Miss  Alice  C.  Fletcher  and  Messrs.  Carroll,  Hewett, 
Hodge,  Judd,  Harrington,  LaFlesche  and  others. 

On  Monday  evening  a  joint  meeting  was  held  with  the  State  Educational 
Association.  After  remarks  by  President  Roberts  and  State  Superintendent 
Wagner  an  address  on  "The  New  Humanism"  was  given  by  Prof.  F.  W.  Kelsey, 
Honorary  President  of  the  Archaeological  Institute  of  America. 

On  Tuesday  afternoon  and  Wednesday  evening  concerts  were  given  by 
Charles  Wakefield  Cadman,  the  composer  of  Indian  melodies,  assisted  by 
Tsianina,  the  gifted  Indian  mezzo>soprano,  who  is  the  first  of  her  race  to  achieve 
artistic  recognition  as  a  singer.  Mr.  Cadman  is  known  to  all  music  lovers  as 
the  composer  of  "The  Land  of  the  Sky  Blue  Water",  first  introduced  by  Mme. 
Nordica.  Tsianina  was  born  in  Oklahoma.  Her  father  was  of  white  and  Creek 
blood.  When  she  became  associated  with  Mr.  Cadman,  the  way  was  opened  for 
her  to  interpret  to  Americans  the  emotional  life  of  the  Indian  through  his  songs. 
The  exercises  closed  Thursday  morning  with  a  union  Thanksgiving  service  in 
the  Museum  Auditorium. 

The  Museum  is  a  beautiful  renaissance  of  the  New  Mexico  Mission  style 
of  architecture,  which  is  one  hundred  and  fifty  years  older  than  that  of  the  Cali- 
fornia missions.  A  striking  feature  of  the  Dedication  was  the  exhibition  of  paint- 
ings consisting  of  recent  work  of  membersof  the  Santa  Fe  and  Taos  groups  of  artists. 
These  groups  contain  such  well-known  names  as  Robert  Henri,  E.  I.  Couse. 
J.  H.  Sharp,  Walter  Ufer,  Julius  Rolshoven,  O.  E.  Berninghaus,  E.  L.  Blumen- 
schein.  These  canvases,  inspired  by  Indian,  Spanish  and  Frontier  lore,  with  the 
native  splendor  of  that  region  for  a  setting,  will  suggest  that  Santa  Fe  is  to  be  the 
cradle  of  a  truly  American  School  of  Art. 

An  ensuing  number  of  Art  and  Archaeology  will  be  entirely  devoted  to  a 
description  of  the  Museum,  the  dedication  ceremonies  and  the  exhibition  of 
Southwestern  Art,  and  will  contain  papers  read  at  the  various  sessions. 

u.  c. 
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The  Painters  of  Florence  tnm  the  Thirteendt 
to  the  Sixteenth  Century.  By  JulU  Cartwright 
(Kn.  Ady).  With  illustrations.  New  York: 
E.  P.  Dutton  and  Company,  1916.  Pp.  373. 
$i.50. 

This  book  of  the  widely  known  author 
on  art  has  for  its  object  to  bring  to- 
gether the  results  of  the  researches  on 
the  painters  of  Florence  by  critics  of  the 
last  generation  and  a  half,  from  Ruskin 
to  Berenson  in  order  to  meet  the  de- 
mand created  by  "the  increased  in- 
terest now  taken  in  Italian  art  by  trav- 
ellers." In  addition  to  interpretative 
criticism  the  book  gives  brief  accounts 
of  the  lives  and  works  of  the  chief 
Florentine  painters. 

This  is  a  reprint  of  the  second  edition 
(revised,  1910)  of  a  work  originally  pub- 
lished in  January,  1901.  Six  successive 
reprints  since  1901  are  in  themselves  a 
favorable  criticism  of  this  book.  In 
spite  of  a  multitude  of  books  of  a 
kindred  nature  it  has  maintained  itself 
on  the  market.  It  makes  no  pretense 
to  originality  except  in  the  manner  of 
presentation  of  much  authoritative  bio- 
graphical and  critical  material,  which 
the  average  guide  book  lacks  or  presents 
in  an  unpalatable  form.  It  strikes  a 
happy  medium  between  the  books  of  a 
Ruslan  and  an  Augustus  Hare. 

To  the  traveller  who  has  more  than  a 
superficial  interest  in  Florentine  painters 
of  the  Renaissance  it  can  be  heartily 
recommended  as  a  pleasant  and  instruc- 
tive companion.  The  critical  and  bio- 
graphical material  is  well  selected  and 
authoritative  which  might  be  expected 
as  a  matter  of  course  in  a  book  by  the 
widely  known  author.  The  style  is  a 
pleasing  narrative,  weaving  much  valu- 
able information  into  anecdote  with  a 
legitimate  element  of  the  human  and 
intimate — the  pleasing  picture  of  Assisi 


in  the  day  of  Saint  Francis  and  of  Giotto, 
del  Sarto's  checkered  career,  and  the 
pathos  of  the  tr^:edy  in  Michelangelo. 
Vasari  is  judiciously  introduced  here 
and  there,  painters  themselves  speak 
through  citations  from  their  letters,  and 
modern  critics  are  quoted  without 
pedantry.  The  Ruccelai  Madonna  con- 
troversy is  duly  noted  and  the  author 
takes  sides  but  without  allowing  the 
critical  material  to  obtrude.  The  book 
is  not  a  compendium  of  deadly  tiresome 
information  but  an  introduction  to  the 
subject  stimulating  the  interest  of  the 
reader. 

The  text  is  arranged  into  27  chapters, 
each  devoted  to  one  leading  name  or 
group,  from  Cimabue  to  Michelangelo. 
For  the  guidance  of  the  reader  selected 
lists  of  works  of  each  painter  are  added 
to  each  chapter,  mentioning  the  loci 
and  adding  the  gallery  catalog  numbers. 
The  numbers  are  of  doubtful  value  in 
view  of  the  constant  changes.  The  re- 
vised edition  has  brought  some  of  them 
up  to  date. 

As  the  book  is  an  almost  stereotype 
reprint  of  the  first  edition,  little  can  be 
said  in  criticism  which  has  not  been 
said  already.  In  al!  essentials  the  text 
remains  unchanged  as  do  the  indexes, 
illustrations,  titles,  and  pagination.  The 
revised  edition  of  1910  and  this  reprint 
contain  no  additions  or  modifications  of 
any  consequence.  There  are  two  or 
three  minor  textual  changes,  e.  g.,  p. 
159  under  Pesellino,  and  p.  231  under 
Ghirlandajo.  Lists  of  works  have  been 
augmented  and  titles  corrected,  a  few 
foot  notes  at  the  end  of  chapters  show 
that  the  author  has  kept  in  touch  with 
her  subject.  In  one  case — p.  289 — the 
p^e-title  for  Fra  Bartolommeo  has  been 
changedfrom'*AfolIower  of  Savonarola" 
to  "A  Pi^none  Painter".    The  illus- 
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trattons  are  the  same  as  in  the  first  edi- 
tion but  are  inserted  with  less  regard  to 
the  text.  The  introduction  refers  to 
Crowe  and  Cavalcaselle  as  still  retain- 
ing "a  high  place  among  the  best 
authorities",  evidently  disregarding  the 
fact  that  a  new  great  edition  of  the 
work  is  the  last  word  so  far,  on  the  sub- 
ject. Mrs.  Ady's  book  was  however  so 
generally  reliable  and  readable  from  the 
first  that  its  partial  lack  of  up-to-date- 
ness is  not  even  a  serious  defect. 

The  book  is  well  printed,  compact  and 
convenient  in  size,  and  bound  very  ser- 
viceably  in  green  cloth.  It  should  con- 
tinue to  prove  a  helpful  and  pleasant 
companion  to  the  traveller  in  Florence 
who  is  not  too  hurried. 

HANS  FROELICHER 
Gaucher  CoU«ie,  Baitimtire 

Whistler.  By  Theodore  Duret  With  thirty- 
two  illustrations.  Translated  by  Frank  Rut- 
ter.  Philadelphia:  J.  B.  Lippincott  Co.,  1917 
Pp.  135.    93.75. 

M.  Theodore  Duret  owed  us  a  book 
on  Whistler  as  a  companion  volume  to 
his  book  on  his  other  intimate  friend, 
Eldouard  Manet.  Now,  handsomely, 
he  has  paid  the  debt.  The  English 
translation  by  Frank  Rutter  leaves  little 
to  be  desired  and  makes  an  important 
addition  to  the  already  impressive  list 
of  really  notable  volumes  which  the  fas- 
cinating personality  and  distinguished 
art  of  the  American  painter  have 
inspired.  Everyone  who  was  privileged 
to  know  Whistler  had  so  many  good 
stories  to  tell  that  it  was  really  a  hard- 
ship not  to  make  a  book  of  anecdotes 
about  him.  In  each  case  the  subject 
assured  success.  People  liked  to  read 
about  Whistler  in  spite  of  the  fact  that 
they  did  not  appreciate  his  pictures. 
Even  after  the  Pennells  had  broughtout 
their  monumental  work  which  seemed 
to  say  all  there  was  to  be  said  about  the 
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art  life  of  London  in  the  nineties,  the 
reading  public  asked  for  more  about 
Whistler.  And  it  had  every  reason  to 
expect  and  to  eagerly  await  the  book  by 
the  artist's  devoted  friend,  Theodore 
Duret,  who  would  express  thesympiathy 
and  homage  of  aesthetic  France  for  the 
great  little  "Wheestlaire"  who  had  been 
so  much  misunderstood  and  unappreci- 
ated in  England. 

There  is  on  every  page  of  this  book  of 
Duret's  a  quiet  satisfaction  not  only 
with  the  thoroughly  congenial  art  of 
Whistler  but  also  with  the  part  which 
France  was  privileged  to  play  in  help- 
ing to  form  his  taste,  to  inspire  his- 
temperament,  to  encourage  his  creative 
ardour  and  to  recognize  and  reward  his- 
brilliant  achievement.  It  is  a  serious, 
book  about  a  serious  artist  and  for  this^ 
reason  may  disappoint  those  who  ex- 
pected a  newfund  of  funny  stories  about 
the  serious  artist's  playful  and  quarrel- 
some eccentricities.  In  fact,  this  un- 
smiling story  of  Whistler's  arduous  and 
embattled  life,  and  this  sympathetic  in- 
terpretation of  Whistler's  personality 
and  purpose  make  us  uncomfortably 
aware  that  in  enjoying  his  debonair  wit 
and  charm  and  amusing  ourselves  with 
his  perplexing  and  provoking  person- 
ality, we  may  have  been  doing  injustice 
to  the  solid  and  enduring  worth  of  his 
manhood.  Certainly  it  is  good  to  hear 
from  one  of  his  friends  who  cared  enough 
for  him  to  understand  him  and  who  was 
rewarded  for  the  effort  by  winning  the 
affection  and  the  trust  of  the  sardonic 
author  of  the  "Gentle  Art  of  Making 
Enemies".  To  Duret  Whistler  revealed 
himself  as  he  really  was,  behind  the 
rather  absurd  mask  which  he  put  on  in 
England  for  the  pathetic  purpose  of 
attracting  attention  to  what  he  had  to 
say.  The  pity  of  it  was  that  he  was 
forced  to  adopt  such  tactics.  He  suc- 
ceeded in  gaining  a  reputation  as  an 
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aesthete,  a  wit,  a  wag,  a  "character", 
long  before  he  was  rea>gnized  as  a  great 
artist.  This  appealed  to  his  peculiar 
sense  of  humor  and  served  to  satisfy  his 
wounded  pride.  To  a  few  friends  how- 
ever he  opened  not  only  the  door  to  his 
austere  workroom  but  the  even  more 
discreet  door  to  his  heart.  In  conse- 
quence, and  is  it  any  wonder,  the  Pen- 
nells,  Joseph  and  Elizabeth,  well  nigh 
worshipped  him.  And  in  France,  where 
he  was  at  his  ease  and  at  home,  his 
friends  were  as  appreciative  as  they 
were  loyal.  Among  the  artists  one 
thinks  of  the  friendship  of  the  poetic 
Fantin  Latour,  and  among  the  "ama- 
teurs" of  the  arts,  it  is  nice  to  know  that 
Theodore  Duret  loved  him. 

Whistler  was  an  artist  of  great  deco- 
rative genius  by  right  of  inheritance 
from  the  Greeks,  the  Japanese,  and 
Velasquez — yet  unfortunately  he  was 
born  in  a  period  and,  curiously  enough, 
he  chose  to  live  in  anenvironmentwhere 
painting  was  supposed  to  be  a  method 
for  coloring  illustrations  to  poetry,  his- 
tory, and  fiction.  Consequently  he  was 
the  victim  of  much  ignorant  abuse  and 
ridicule.  In  fighting  against  this  arro- 
gant and  aggressive  ignorance  Whistler 
displayed  an  amazing  sharpness  of  wit 
and  resourcefulness  of  literary  skill  so 
that,  as  M.  Duret  says,  "his  critics 
were  as  much  disturbed  by  the  ideas  he 
loosed  from  his  pen  as  by  the  works  he 
produced  by  his  brush".  The  ideas 
upon  which  he  laid  most  stress  in  his 
aesthetic  preachments  were,  1st,  that 
we  must  learn  to  look  at  Nature  criti- 
cally and  to  carefully  select  and  re- 
arrange the  particular  qualities  we  want 
among  the  disordered  elements  which 
nature  offers  to  the  end  that  the  essen- 
tial character  and  peculiar  value  of  a 
thing  seen  shall  be  disengaged  from  all 
the  non-essential  details;  2nd,  that  art 
should  conceal  its  labour,  that  a  picture 


is  finished  only  when  all  traces  of  the 
means  used  have  disappeared;  3rd, 
that  in  art  it  is  criminal  to  go  beyond 
the  means  used  in  its  exercise;  in  other 
words,  that  everything  we  have  to  say 
about  our  subjects  whatever  they  may 
be,  should  be  said  strictly  by  means  of 
our  chosen  mediums  of  expression,  these 
mediums  having  been  thoughtfully  and 
properly  adapted  to  the  subjects  se- 
lected and  the  results  desired. 

These  principles  of  Whistler's  im- 
plied that  pictorial  art  was  an  end  in 
itself,  independent  of  literature  and  his- 
tory, and  that  beauty  was  "its  own 
excuse  for  being."  To  Victorian  Eng- 
land, sentimentally  rather  than  sensu- 
ously inclined,  these  principles  seemed 
incomprehensible  and  unattractive. 
Englishmen  of  that  period,  if  they  were 
drawn  at  all  to  art,  veered  only  from 
utilitarian  to  humanitarian  modes  of 
thought,  or  to  moods  in  which  literary 
and  other  cultural  charms  sought  visual- 
ization in  pictures.  Instead  of  painting 
Lady  Godiva  or  Sir  Walter  Raleigh,  or 
a  scene  of  domestic  bliss,  illustrating 
thesentiment  that  "home-keeping  hearts 
are  happiest",  Whistler  preferred  to 
paint  factory  chimneys  at  Chelsea  after 
nightfall.  In  his  Venetian  etchings  and 
drawings,  instead  of  giving  us  repeti- 
tions of  the  gorgeous  visions  of  Veronese 
and  Canaletto,  Whistler  sought  a  new 
asp>ect  of  the  new  Venice  of  decayed 
grandeur;  selected  palace  doorways  and 
canal'comers  for  sketchment  with  light 
mediums;  odd  bits  showing  perhaps 
exquisite  traceries  of  line  or  suggesting 
dreamy  passages  of  color.  It  is  this 
Whistler  of  capricious  originality  and  of 
charming  invention,  this  Whistler  of  del- 
icately definite  tendenciesof  good  taste, 
which  M.  Duret  presents  in  this  book, 
which,  in  its  very  dignity  of  character- 
ization, is  a  fine  tribute  of  friendship. 

DUNCAN  PHILLIPS 
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GENERAL  MEETING 


ARCHAEOLOGICAL  INSTITUTE  OF  AMERICA 

IN  (X)NJUNCnON  WITH 

American  Philological  Association 

Society  OP  Bibucal  Ltteraturs  and  Exegeses 

American  Historical  Association 

American  Anthropological  Association 

WEDNESDAY-SATURDAY.  DECEMBER  26-29,  1917 

UNIVERSmr  OF  PENNSYLVANIA 
PHILADELPHIA.  PA. 


WEDNESDAY,  DECEMBER  26,  1917 

8.00  P.  M.     Meeting  of  Executive  Committee  of  Archaeological  Institute  at  the  Bellevue 
Stratford  Hotel. 

THURSDAY,  DECEMBER  27,  1917 

9.30  A.  M.    Meeting  of  Council  of  Archaeol<^cal  Institute  of  America,  Bellevue  Stratford 
Hotel. 

3.00  P.  M.    Joint  conference  with  American  Historical  and  Philological  Associations.    James 
H.  Breasted  will  preside.     Bellevue  Stratford  Hotel. 

8.00  P.  M.    Joint  session  with  American  Philological  Association.  Annual  address  of  Frank 
Gardner  Moore,  President  of  the  Association.     Engineering  Building. 

9.  45  P.  M.    Reception. 
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FRIDAY,  DECEMBER  28,  1917 

9.30  A.  M.    Session  of  the  Archaeological  Institute.    Engineering  Building. 

1.00  P.  M.    Luncheon. 

2.00  P.  M.    Meeting  Advisory  Council,  School  of  Classical  Studies,  American  Academy  in 
Rome. 

2.30  P.  M.    Joint  Session  with  Society  of  Biblical  Literature.   Engineering  Butldli^;,  University 
of  Pennsylvania. 

8.00  P.  M.    Joint  Session  with  Philol<^cal  Association. 

Scientific  papers  and  addresses.     Engineering  Building. 

SATURDAY,  DECEMBER  29,  1917 

9.30  A.  M.    Joint  session  with  American  Anthropological  Association.    University  Museum. 

3.00  P.  M.    Visits  to  Art  Galleries  and  other  places  of  interest. 

8.15  P.  M.    Joint  Session  of  all  the  learned  Societies  meeting  in  Philadelphia.    Historical, 
humanistic  and  patriotic  addresses. 

The  Bellevue  Stratford  Hotel  is  headquarters  and  the  sessions  will  be  held  unless  otherwise 
stated,  in  the  Engineering  Building  of  the  University  of  Pennsylvania.  Members  desiring  to 
present  papers  should  address  the  General  Secretary,  The  Octagon,  Washington,  D.  C. 

The  Local  Committee  recommends  the  following  hotels: 

The  Normandie:  36th  and  Chestnut  Streets,  about  two  blocks  from  the  University, 
single  room,  $1.50;  with  bath,  $2.50.     Double  room,  $2.50;  with  bath,  $3.50. 

The  Aldine:  Chestnut  Street  near  19th  Street,  about  ten  minutes  ride  from  the  University 
by  trolley.    Single  room,  $1.50;  double  room,  $2.50. 

The  Bellevue  Stratford:  Broad  and  Walnut  streets  (down  town)  about  twenty  minutes 
ride  from  the  University  by  trolley,  the  largest  hotel  in  the  city.     Single  rooms,  from  $3.50  up. 

The  Walton:  Broad  and  Locust  streets,  diagonally  across  from  the  Bellevue-Stratf ord . 
Single  room,  $1.50;  double  room,  $2.50  to  $5.00. 

The  St.  James:  Walnut  and  13th  Street,  near  the  last  two.  Single  room,  inside,  $3.00, 
outside  $5.00. 

It  is  particularly  important  that  members  reserve  accommodations  as  early  as  possible, 
since  so  many  conventions  are  being  held  in  Philadelphia  at  the  same  time,  and  should  notify 
the  Chairman  of  the  Local  Committee,  Professor  W.  N.  Bates,  University  of  Pennsylvania, 
of  their  purpose  to  attend. 

Preliminary  announcement  subject  to  reviiion.  The  complete  program  is  to  be  distributed  to 
members  early  in  December. 
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C.  T.  CuKRiLLT,  Roral  OnUrio  Mamm. 
WouAU  F.  Hauus.  Cambrldie,  Mu*. 
Gordon  J.  Lainc,  Univaiity  ol  Chicago. 
Au-ui  MAigiMWi.  Pilacnan  Uidvenltv. 
Sn  WiLUAM  PBTBRWUt.  McGUI  Unimdtr- 

D.  M.  RoBwooN.  Jotun  HopklM  Uoiv. 
Andbiw  F.  Wiar,  Piincetoa  I/nlvenltr. 
Bnu- IDI  Wheeleb,  Univ.  of  Ckllfofnla. 


SECRETARIES 
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A  RECENTLY  DISCOVERED  ANTiaUE  BRONZE 
BUST  OF  SAPPHO 

GUSTAVUS  A.  ElSEN 


THIS  great  work  of  art  recently 
brought  to  America  will  in  the 
future  take  its  place  among  our 
most  precious  treasures  of  antiquity. 
The  object  is  a  bust  of  heroic  size, 
representing  a  female  of  remarkable 
character  and  beauty  and  with  many 
features  characteristic  of  the  work  of 
the  Greek  masters  of  the  iifth  century 
B.  c. 

The  bust  seems  to  represent  Sappho, 
who  for  centuries  remained  the  ideal 
poetess  of  the  Greeks,  whose  charms 
memory  and  tradition  have  never  ob- 
scured. The  reasons  for  its  identifica- 
tion and  its  genuineness  and  antiquity 
will  be  set  forth  in  the  following  notes. 
From  whichever  side  the  bust  is 
viewed  it  is  very  fine,  though  the  three- 
quarter  view  seems  to  the  writer  the 
best,  comparing  most  favorably  with 
some  of  the  famous  renderings  of  Greek 
art.     The    profile,    classically    Greek, 
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with  a  slight  angle  between  nose  and 
forehead,  reveals  itseif  as  a  portrait. 
The  upper  Hp  in  profile  is  slightly  more 
projected  than  the  lower,  as  if  she  were 
about  to  speak.  The  lips  and  eyes  have 
an  indescribable  smile  found  in  few 
other  works  of  art.  The  mouth  is 
slightly  open.  The  chin  is  short,  the 
front  face  oblong,  oval  or  ovoid,  taper- 
ing from  the  forehead  to  the  chin.  The 
eyes  are  deeply  set  and  large,  in  the 
style  of  the  fifth  century  B.C.,  especially 
recalling  Polyclitus.  The  cheeks  are 
somewhat  high,  though  not  broad.  The 
mouth  is  of  medium  size,  exquisitely 
formed,  but  the  lips  are  not  sensuous 
like  those  generally  given  to  Aphrodite. 
The  chin  is  small  and  pointed.  The 
whole  expression  is  one  of  intelligence, 
beauty  and  culture  combined,  charac- 
teristics such  as  we  would  expect  of  the 
great  poetess  of  the  Greeks.  The  ears 
are  thin,  oblong  and  medium  in  size, 
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word  in  the  opening  of  her  speech.  And 
what  that  word  is  one  acquainted  with 
the  silent  language  might  discover. 

The  hair  is  remarkable  in  its  combina- 
tion of  several  antique  styles,  not  com- 
mon in  extant  statues.  The  top  of  the 
head  shows  the  hair  smoothed  like  a 
skull  cap,  such  as  that  of  the  Delphi 
Charioteer  and  that  of  the  right  hand 
female  figure  on  the  relief  representing 
the  crowning  of  Triptolemus  from 
Eleusis,  now  in  the  Athens  Museum. 
Another  sample  of  this  style  is  that  of 
the  Apollo  from  the  western  gable  of 
the  temple  of  Zeus  at  Olympia,  The 
arrangement  is  in  parallel  rills,  some 
higher  than  the  rest,  uniformly  re- 
peated, and  with  a  repeated  variation 
in  distances  which  can  be  readily  seen 
on  the  photogravures  of  the  sides.  This 


The  Rear  View  of  Ihe  Bust 

with  the  lower  lobe  not  prominent,  The 
whole  face  looks  directly  forward  with 
slightly  parted  lips  as  though  the  per- 
son were  addressing  an  audience.  This 
is  also  apparent  from  the  pupils,  which, 
slightly  elevated,  are  represented  by 
low  circular  bosses.  The  general  treat- 
ment of  the  bust  is  idealistic,  but  there 
are  many  signs  of  portraiture,  as  in  the 
indescribable  and  entirely  personal  smile 
of  the  mouth  and  the  eyes,  the  short 
chin,  and  especially  the  realistic  profile 
which  introduces  us  to  the  poetess 
"intime",  and  we  can  readily  conceive 
that  this  was  her  real  appearance  in  life. 
The  face  seems  actually  alive,  nay,  she 
has  just  parted  her  lips  to  pronounce  a 


s  View  ol  the  Bronze  Bust 
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style  is  that  of  Phidias,  his  pupils,  and 
contemporaries.  The  frontal  tresses  of 
the  hair  recall  in  modelling  and  design 
the  bronze  copy  of  Polyclitus'  Amazon 
(Salomon  Reinach,  Recueil  de  tUes  an- 
tiques, 1903,  pi.  57),  and  there  is  also 
something  in  common  with  the  Isis  of 
the  Capitoiine  Museum  which  is  of 
course  from  a  much  earlier  model  than 
the  Alexandrian  period.  A  toupet,  or 
hair  gathered  at  the  top  of  the  forehead 
above  the  parting  of  the  tresses,  is  found 
in  many  antique  statues,  contemporary 
with  the  original  of  the  Sappho  bust, 
as  in  the  left  hand  Caryatid  from  the 
Erechtheum  in  Athens,  now  in  the 
British  Museum.  We  find  also  a 
prominent  toupet  on  the  Apollo  Belve- 
dere, on  the  Apollo  from  Paramythia, 
and  on  the  Fanciulla  from  Anzio,  now 
in  the  Museo  delle  Terme  in  Rome,  and 
on  many  other  antique  statues.  The 
toupet  of  the  Fanciulla  consists  of  a 
bowknot,  but  that  of  our  Sappho  bust 
is  formed  of  the  ends  of  the  two  tresses 
held  together  by  a  clasp  or  band,  the 
tips  of  the  tresses  forming  the  toupet. 
The  tresses  themselves  are  highly  in- 
teresting and  should  be  thoroughly  un- 
derstood, the  arrangement  being  un- 
usual. The  hair  from  the  top  or  cap  of 
the  head  is  formed  into  a  chignon  or 
knot  on  the  back  of  the  neck,  and  se- 
cured by  four  pins.  The  ends  of  the 
tresses  do  not  end  in  the  chignon,  but 
issue  again  from  it  and  are  carried  up- 
wards along  the  sides  of  the  head,  above 
the  ears  in  successive  and  continually 
widening  waves  until  they  reach  the 
top  of  the  head,  where  their  ends  are 
tied  up  to  form  the  toupet  or  "club". 
It  is  thus  the  ends  of  the  tresses  which 
form  the  toupet,  turning  backward  and 
resting  on  the  top  of  the  forehead.  A 
similar  arrangement  is  found  in  only  a 
few  heads,  but  all  of  them  antique.  One 
of  these  is  the  Apollo  of  Paramythia, 
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near  Dodona  inlEpirus,  now  in  the 
British  Museum  (H.  B.  Walters,  British 
Museum,  Select  Bronzes,  London,  I9I5, 
plate  18).  Waiters  was  also  impressed 
by  the  peculiar  hair  dressing  and  de- 
scribes it  in  detail.  The  only  difference 
between  the  hair  of  that  statue  and  the 
Sappho  bust  is  that  in  the  former  the 
chignon  is  placed  lower  down  on  the 
head ;  other  details  are  the  same.  This 
statue  has  been  attributed  to  the  school 
of  Lysippus,  but  might  have  been  in- 
spired by  an  older  work. 

In  the  Fanciulla  of  Anzio,  which  has 
been  variously  described  as  a  peasant- 
girl,  as  a  nymph,  and  as  a  boy  in  female 
costume,  we  can  but  recognize  a  Sappho, 
who  has  just  obtained  a  prize  at  some 
contest,  a  wreath  placed  on  a  tray,  and 
now  strides  forward  and  contemplates 
it  with  intense  interest.  It  is  only  the 
dress  of  the  hair  which  connects  our 
Sappho  with  the  Fanciulla,  but  the  fact 
is  interesting  for  the  reason  that  both 
seem  to  represent  poetesses. 

The  form  and  distance  of  the  breasts 
of  our  Sappho  are  entirely  typical  of  the 
latter  part  of  the  fifth  century  B.C. 
Solomon  Reinach  was  the  first  to  dis- 
cover that  the  form  of  the  breasts  and 
their  distance  from  each  other  fur- 
nished reliable  characteristics  for  dating 
female  classic  sculptures.  The  breast, 
he  says  (Revue  des  &tudes  Grecques, 
XXI,pp.l3f),  may  be  either  further  dis- 
tant from  each  other  than  their  own 
diameter,  which  is  the  earlier  type  at 
the  beginning  of  the  classic  period  in 
Greece,  or  they  may  be  distant  their 
own  diameter.  This  latter  is  typical 
of  the  school  of  Phidias  or  of  the  fifth 
century  in  general.  The  third  char- 
acteristic is  that  the  breasts  are  placed 
nearer  than  their  own  diameter,  some- 
times so  close  as  to  touch.  This  is  the 
type  in  use  in  the  Hellenistic  and 
Roman  periods.     As  a  sample  of  the 
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early  type  he  cites  the  famous  relief  in 
the  Terme  Museum  in  Rome,  by  some 
held  (erroneously)  to  represent  Venus 
rising  from  the  ocean  waves.'^  ^  The 
second  type  is  that  found  on  the 
Parthenon  pediment  repeated  several 
times.  For  instance  on  the  eastern 
pediment.  Iris,  Demeter  and  Perseph- 
one, all  three  show  the  character- 
istic breasts  of  the  Sappho  bust  (E.  A. 
Gardner,  Six  Greek  Sculptors,  London, 
1910,  pi.  XXII).  Another  female  figure 
of  this  type  is  that  from  the  western 
pediment  reproduced  by  Gardner  PI. 
XXIIl.  Not  on'y  are  the  breasts  of  all 
these  figures  similar  in  form  as  well  as 
in  spacing  with  the  Sappho  but  also  the 
folds  of  the  dress  over  the  breasts  and 
between  them  are  similar  to  that  of  our 
bust.  Similar  folds  are  also  found  on 
the  left  hand  Caryatid  from  the  Erech- 
theum.  Among  other  famous  statues 
with  these  characteristics  mentioned  by 
Reinach,  and  in  that  particular  resem- 
bling our  bust,  is  the  Amazon  of  Poly- 
clitus.  The  Demeter  of  the  Vatican  is 
also  of  this  type,  both  as  regards  the 
breasts  and  the  folds  of  the  dress, 
above  and  between  them. 

The  latest  type  of  breasts  which  have 
no  resemblance  to  those  of  the  Sappho 
bust,  are  represented  by  the  famous 
Venus  from  Mile,  now  in  the  Louvre. 
This  statue  is  dated  by  Reinach  in 
about  350  B.C.  and  referred  by  him  to 
the  school  of  Praxiteles  and  Scopas. 

The  dress  has  already  been  alluded 
to  in  connection  with  the  breasts.  It  is 
treated  idealistically  on  the  shoulders, 
but  the  central  folds  between  the  breasts 
are  strictly  typical  of  the  style  in  the 
fifth  century,  as  has  already  been  re- 
marked. The  dress  covering  the  breast 
can  be  termed  a  chiton,  while  the 
shoulders  seem  to  have  an  additional 
covering  of  a  cape,  or  possibly  an  over- 
flow.    This  latter  part  of  the  dress  is 


A  Profile  View  of  ihe  BroriM  Busl 

fantastic  and  made  up  for  effect.  Among 
statues  with  a  deltoid  arrangement  of 
successive  creases  between  the  breasts, 
the  most  prominent  are  the  Iris,  Dem- 
eter, and  Persephone  from  the  east  pedi- 
ment of  the  Parthenon  and  also  the 
wonderful  headless  female  figure  from 
the  western  pediment  of  the  Parthenon 
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Another  View  of  the  Bronze  Bust 

(Gardner,o^«7.pls.XXII  and  XXIII). 
The  Caryatid  of  the  Erechtheum  has  al- 
ready been  mentioned.  Another  statue 
is  that  of  the  Fate  in  the  New  Carlsberg 
collection.  Many  more  could  be  quoted, 
but  the  above  will  suffice  to  connect  the 
original  of  our  bust  with  the  fifth  cen- 
tury sculptures  of  the  great  masters. 

Until  a  year  ago  the  bust  and  base 
were  covered  with  an  incrustation 
several  millimeters  thick.  That  on  the 
exterior  was  skillfully  removed  by 
Andre  in  Paris  (whose  testimony  has 
been  received),  the  incrustation  in  the 

[281] 


interior  being  left  as  found.  Under  the 
coarser  incrustation  Andre  discovered 
what  seems  to  be  an  antique  patina  of 
admirable  bluish  olive  bronze.  This 
patina  covers  all  parts  of  the  bust,  and 
the  surface,  which  reflects  some  light, 
can  be  said  to  be  perfect. 

The  bust  weighs  about  300  pounds. 
The  surface  was  worked  over  with  a 
tool  after  casting.  The  shell  varies 
from  1  cm.  to  )/i  cm.  in  thickness,  the 
thinnest  parts  being  in  the  deep  creases 
of  the  folds  of  the  dress,  as  far  as  can 
be  ascertained.  The  diameter  across 
the  shoulders  is  1  m.  40  cm. ;  from  breast 
to  back,  about  45  cm.;  from  the  lowest 
part  in  front  to  the  top  of  the  back,  '62 
cm.;  from  the  lower  part  of  the  neck 
to  the  lowest  part  of  the  dress,  about 
64  cm.  The  open  part  of  the  breast  is 
about  30  cm.  wide  by  11  cm.  and  the 
breasts  are  21  cm.  apart.  Lower 
diameter  of  the  neck,  about  19  cm.; 
upper  diameter  16.5  cm.  From  chin  to 
top  of  hair  knot  41  cm.;  diameter  of 
face,  40  cm. ;  diameter  of  head  from  side 
to  side,  36  cm.;  from  tip  of  nose  to 
back,  50  cm.;  from  ear  to  ear,  27  cm. 
These  measurements  do  not  include  the 
base,  which  is  also  antique.  It  is  cir- 
cular, and  consists  of  a  hollow  foot  and 
neck,  and  a  compressed  astragal  or 
flange.  The  foot  is  about  34  cm.  in 
diameter;  neck  of  base,  about  17  cm.; 
nodus,  about  25  cm.  The  lowest  edge 
of  the  front  is  attached  to  a  horizontal 
plate,  27  cm.  long,  1 7  cm.  wide  and  1  cm. 
thick.  This  plate  rests  on  the  top  of  the 
stand  and  turns  around  a  central  rod 
secured  by  a  flange.  The  rod  penetrates 
the  flange  and,  the  bust  being  perfectly 
balanced  on  the  base,  it  can  be  turned 
without  disturbing  the  equilibrium. 

The  Genuineness  of  the  Bust 
In  order  to  establish  in  an  irrefutable 
manner  the  genuineness  of  the  Sappho 
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bust,  it  was  shown  before  its  shipment 
to  New  York  to  some  of  the  prominent 
specialists  in  Paris,  and  to  others  photo- 
graphs were  sent  by  the  writer,  request- 
ing their  opinion.  So  far  all  have  con- 
curred in  the  genuineness  of  the  bust. 
M.Froehner.oncedirector  of  the  Louvre, 
is  most  enthusiastic  and  has  besides 
permitted  his  name  to  be  mentioned  as 
a  willing  testimony  of  the  genuineness 
of  this  bust:  "an  antique  work  of  great 
beauty".  M.  Andr^,  the  famous  re- 
storer of  ancient  bronzes,  through  whose 
hands  more  masterpieces  in  bronze  have 
passed  than  through  any  other's  living 
and  who  worked  on  this  bust  for  several 
months  for  the  purpose  of  repairing  it, 
declares  unhesitatingly  that  the  object 
is  a  genuine  antique.  The  proofs  offered 
by  M.  Andr^  refer  principally  to  the 
nature  and  condition  of  the  bronze  when 
it  fell  into  his  hands  for  repairs.  To  his 
general  statement  as  regards  the  genuine- 
ness of  the  bust,  Andre  adds  the  follow- 
ing particulars,  contained  in  letters  of 
May  23  and  July  17,  1917.  "The  bust 
suffered  considerably  through  its  pro- 
longed burial  in  oxidizing  and  tartar 
depositing  earth  during  many  centuries,' 
and  of  this  nature  has  left  many  traces. 
When  the  bust  came  into  our  hands  for 
repair  it  was  covered  exteriorly  by  the 
same  deposit  which  yet  remains  in  the 
interior.  In  order  to  remove  the  crust 
we  spent  much  labor  and  time,  reaching 
even  the  metai  itself,  and  were  on  that 
account  forced  to  make  certain  repairs.  " 
"As  regards  the  irregularity  in  the 
thickness  of  the  bronze  walls.  I  state 
that  I  have  always  observed  this  in 
bronzes  of  great  antiquity.  In  the  bust 
we  found  such  irregularity  in  the  drap- 
eries at  the  base  of  the  neck  where  it 
joins  the  dress,  and  also  in  the  hair. 
In  these  parts  the  oxidation  had  ad- 
vanced to  such  a  degree  that  we  found 
it   necessary  to  consolidate   them   by 


inserting  small  plates  of  metal,  making 
use  of  antique  fragments,  which  we 
Jceep  for  that  purpose.  These  additions 
necessitated  some  adjustment  of  the 
patina,  consequent  upon  the  removal  of 
the  tartar  deposit  which  covered  up 
the  delicate  modeling  of  the  sculpture. 
All  this  in  my  opinion  demonstrates 
beyond  question  and  incontestably  the 
great  antiquity  of  this  bust.  I  add  that 
this  work  is  remarkable  both  for  its 
beauty  and  its  large  and  perfect  pro- 
portions." 

To  this  account  of  Andre  regarding 
the  bust  as  it  was  before  cleaned,  I  will 
add  some  observations  which  can  be 
readily  verified  by  an  examination  of 
this  object  as  it  is  now.  The  deposit  of 
which  Andre  speaks  as  tartar,  appears 
to  possess  a  stratified  structure  as  if  it 
had  been  deposited  gradually  and  suc- 
cessively. In  some  places  it  can  be 
scraped  off  with  a  knife,  but  in  other 
spots  it  is  almost  rocky.  Its  color  is  grey 
white,  in  places  shading  to  green  and  in 
other  spots  rusty  brown.  The  deterior- 
ation of  the  bronze  seems  to  have  been 
caused  partly  by  a  perpendicular  oxida- 
tion which  has  eaten  into  the  matrix 
from  the  ?urface,  but  in  other  places 
the  erosion  is  horizontally  spreading 
over  the  surface  producing  patches  of 
various  depth  and  of  irregular  form, 
with  sharp  outlines,  as  if  the  matrix  was 
scaling  off.  In  some  places  the  oxida- 
tion has  produced  pin  holes  of  various 
sizes,  causing  the  matrix  to  appear  like 
a  sieve.  Thus  on  the  top  of  the  head  in 
the  hair,  where  the  restorer  has  left 
them  as  found  without  any  repair. 
Another  streak  of  deep  oxidation  is  seen 
along  the  place  where  the  neck  is  joined 
to  the  dress.  In  other  places  the  de- 
terioration seems  to  have  been  pro- 
duced by  a  combination  of  oxidation 
and  erosion  caused  perhaps  by  percolat- 
ing water  which  flowed  from  the  base 
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of  the  neck  towards  the  top  of  the  head, 
interiorly.  The  largest  deteriorated 
surface  is  found  along  the  lower  margin 
of  the  dress  below  the  neck  behind  the 
head.  Here  Andre  has  added  several 
plates  to  fill  a  tear,  several  holes,  and  a 
wide  crack.  Some  cracks  on  the  breast 
Andr^  filled  with  some  cement-paste, 
but  in  a  manner  to  show  where  they 
existed. 

Oxidation,  and  erosion  of  this  nature 
and  appearance  could  not  have  been 
caused  artificially  but  must  have  been 
the  result  of  natural  agencies  working 
slowly  and  uninterruptedly  for  cen- 
turies. They  possess  an  appearance 
quite  different  from  defects  produced 
hastily  and  artificially  in  order  to 
deceive. 

Another  of  the  prominent  archae- 
ologists in  France,  also  connected  with 
the  Louvre,  has  pointed  out  to  the 
writer  that:  "it  is  impossible  to  assign 
this  bust  either  to  the  work  of  the 
seventeenth  to  eighteenth  century,  or 
even  to  the  nineteenth  to  twentieth 
centuries,  when  only  well  known  works 
were  imitated".  Nor  does  our  bust 
possess  any  trace  of  Renaissance  or 
modern  technique,  while  it  shows  every- 
where antique  design  and  methods. 
Nor  can  any  one  point  to  an  antique 
work,  of  which  this  bust  is  a  copy,  or 
to  one  by  which  it  has  been  inspired. 
.  Replicas  have  been  common  in  all 
times.  The  Romans  copied  Greek 
masterpieces,  and  the  Renaissance 
artists  copied  the  excavated  works  of 
antiquity  and  in  the  nineteenth  and 
twentieth  century  imitators,  in  order 
to  command  a  ready  sale,  were  always 
careful  to  copy  works  which  were  well 
known.  Of  this  Sappho  the  prototype 
or  original  is  unknown,  nor  is  any  bust 
known  which  resembles  it. 

Another  argument  which  proves  the 
genuineness  of  the  bust  is  the  peculiar 
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manner  of  hair  .dressing,  so  far  only 
seen  in  that  of  the  Apollo  from  Para- 
mythia.  No  modern  artist  could  have 
copied  the  hair  dressing  from  this 
Apolio,  because  the  Paramythia  statues 
were  only  excavated  in  1792  and  1796 
while  the  condition  of  the  bronze  bust, 
according  to  Andr4,  shows  that  the 
work  is  older  by  many  hundreds  of 
years.  Also  it  would  have  been  an 
absolute  impossibility  for  an  artist  who 
had  never  seen  the  Paramythian  Apollo 
to  design  and  produce  an  absolute 
reproduction  of  that  statue's  unique 
arrangement  of  hair. 

The  Technique 

The  bust  was  cast  in  several,  main 
pieces  of  which  so  far  we  have  de- 
termined three  with  certainty.  The 
head  was  cast  in  at  least  two  pieces, 
and  joined,  the  suture  passing  down  the 
forehead,  along  the  bridge  of  the  nose, 
down  over  the  lips,  and  perpendicularly 
over  the  chin  and  down  the  neck.  The 
suture  is  plainest  over  the  forehead  and 
nose,  but  sufficiently  clear  to  be  recog- 
nized on  the  lips,  chin  and  neck.  In  the 
dress  I  can  recognize  a  suture  from  neck 
to  shoulders,  due  to  its  having  been  cast 
in  two  main  pieces,  one  in  front,  and  one 
behind.  In  the  interior  of  the  head  are 
still  in  position  several  very  long  nails 
which  held  a  wooden  support  in  posi- 
tion when  the  casts  were  joined  to- 
gether. The  wood  frames  have  long 
since  decayed. 

A  detailed  study  of  this  subject  must 
be  left  to  the  future,  but  even  now  it 
seems  proper  to  announce  that  in  places 
separate  plates  were  inserted  at  the 
time  when  the  bust  was  made.  One  of 
these,  forms  an  oval  about  five  inches 
long  by  three  inches  wide,  immediately 
above  the  right  breast  (to  the  spec- 
tator's left)  and  another  a  large  circular 
shield,  was  inserted  on  the  left  shoulder, 
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close  to  the  ridge  of  the  cape,  and  a  set 
of  three  small  square  inserted  patches 
about  an  inch  across,  are  found  on  the 
cape  over  the  right  shoulder  half  way 
down  in  front.  According  to  Furt- 
wangler  the  insertion  of  such  plates 
demonstrates  the  genuineness  and  an- 
tiquity of  bronze  objects,  and  through  a 
discovery  of  such  patches  it  was  possible 
for  Reinach  to  demonstrate  the  gen- 
uineness of  the  Bavai  bronze  statuettes. 
These  inserted  patches  thus  prove  irre- 
futably the  genuineness  and  antiquity 
of  the  Sappho  bust  even  if  no  other 
proof  existed. 

Identity  of  the  Portrait 
Already  a  superficial  study  of  this 
bronze  satisfies  the  spectator  that  he 
stands  before  an  individual  portrait  of 
some  prominent  personage  of  antiquity. 
The  thin  lips,  the  peculiar  compression 
of  the  nose  between  the  eyes,  the  won- 
derful lift  of  the  upper  lip,  just  pro- 
nouncing a  word,  are  not  characteristics 
which  any  artist  would  give  to  an  ideal 
statue.  Only  a  jxirtrait  statue  could 
possess  them,  and  though  this  bust  is 
according  to  some  an  Augustan  copy 
of  an  older  portrait,  it  is  evident  that 
the  artist  retained  in  a  most  satisfactory 
manner  the  personal  characteristics 
of  the  original.  Who  could  show  us 
Sappho  'intime'  except  one  who  had 
actually  seen  her?  Impossible!  None 
else  could  have  posed  for  this  bust,  than 
a  poetess,  a  speaker,  a  reciter  of  poems, 
a  genius  sparkling  with  wit  and  humor, 
a  lecturer  who  watches  the  effect  of  her 
words  upon  the  audience  before  her. 
Confirming  such  a  view,  one  of  the  best 
known  archaeologists  writes  me:  "In 
fine,  it  may  be  a  youthful  goddess  like 
Hebe  and  Artemis,  but  it  may  also  be  a 
poetess;  why  not  Sappho?  Silanion  was 
not  the  first  to  attempt  her  likeness. 
Polyclitus  himself  is  excluded  but  there 


are  other  Argive  masters  whom  we 
know  little  or  nothing  about".  The 
hair  of  our  Sappho  resembles  the  hair  of 
the  Fanciulla  ^ppho  as  already  stated. 
The  resemblance  could  hardly  be  ac- 
cidental. 

Another  theory  as  regards  the  per- 
sonage represented  has  been  advanced 
by  M.  Ernest  Babelon,  Conservateur 
des  Medailles  et  Bronzes  Antiques  of 
the  Biblioth^ue  National,  who  has  had 
the  kindness  to  suggest  it  as  his  belief 
that  the  bust  is  not  only  "a  work  of 
the  time  of  Augustus",  but  that  it 
"represents  the  empress  Livia,  the  wife 
of  Augustus  in  the  style  of  an  antique 
Greek  personage".  In  other  words, 
his  opinion  is  that  the  artist  who  made 
the  bust  borrowed  the  general  style  and 
features  of  a  fifth  century  B.C.  master- 
piece, but  added  enough  of  the  features 
of  Livia  to  let  it  pass  as  her  portrait. 
Mr.  Babelon  points  out  the  strong  re- 
semblance of  the  face  of  the  bust  with 
the  Naples  marble  statue  figured  by 
Bernoulli  (Romische  Ikonographte,  II,  I. 
PI.  V.)  which  statue  is  by  some  identi- 
fied as  Livia,  the  wife  of  Augustus. 
There  certainly  is  a  strong  resemblance 
about  the  mouth,  the  curved  lips  and 
straight  nose  and  profile.  All  however 
are  typically  Greek.  There  is  also 
some  similarity  with  the  dress,  espe- 
cially that  part  which  covers  the  breasts 
also  distanced  as  in  the  Greek  style  of 
the  fourth  century,  not  quite  sd  distant 
as  in  our  bust.  The  hairdressing,  cov- 
ered with  a  drooping  veil,  is  totally 
different,  and  strictly  Roman  in  style. 
This  Naples  statue  does  not  resemble 
the  well  known  bronze  bust  of  Livia  in 
the  Louvre  (Bernoulli,  op.  cit.  p.  90). 
There  are  several  explanations  possible, 
but  none  that  can  at  present  be  called 
final.  The  most  acceptable  is  that  the 
Naples  statue,  if  it  represents  Livia,  as 
affirmed  by  Bernoulli  and  others,  ideal- 
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izes  her  as  a  Greek  poetess,  possibly  as 
Sappho.  In  this  sense  can  we  too 
identify  our  bust  as  Livia,  idealized,  and 
clothed  in  the  costumes  and  facial 
features  as  a  Greek  masterpiece  of  the 
Argive  school,  no  longer  existing. 

The  Date  of  the  Bust 
According  to  Solomon  Reinach  the 
type  of  this  bust  dates  somewhat  pre- 
vious to  430  B.C.  This  date  is  con- 
firmed by  the  hair,  by  the  breasts,  and 
by  the  dress  repeating  details  of  well 
known  statues  and  reliefs  of  the  fifth 
century  B.C.  The  shoulders  alone  are 
exaggerated,  being  broader  than  was 
the  standard  of  that  period.  But  both 
Polyclitus  and  Silanion  are  excluded, 
the  latter  because  he  would  have  placed 
the  breasts  closer  together.  The  treat- 
ment of  the  bronze  and  the  design  of 
the  dress  on  the  shoulders  would  indi- 
cate that  the  object  is  a  copy  in  fact 
of  that  of  an  Argive  master  of  the  fifth 
century  executed  in  the  early  part  of 


the  Augustan  era,  the  copyist  being 
responsible  for  the  broad  shoulders  and 
for  some  points  in  the  technique.  In 
ail  other  respects  he  seems  to  have  fol- 
lowed the  original  with  care  and  re- 
markable skill. 

Locality  Where  Found 
The  bust  was  lately  excavated  in 
southern  France.  It  had,  judging  alone 
from  the  extensive  incrustation  of 
minerals  and  watery  lime  deposits,  yet 
to  be  seen  in  the  interior,  stood  before 
a  fountain  or  spring,  possibly  a  mineral 
spring  which  alone  could  have  furnished 
the  peculiar  deposits  of  lime,  sulphur, 
magnesia  and  gypsum,  which  seem  to  be 
the  principal  ingredients  of  the  crust. 
When  the  house  where  it  probably  stood 
was  destroyed  the  bust  was  precipitated 
into  the  fountain,  the  water  breaking 
the  heaviness  of  the  blow.  This  would 
account  for  the  unusual  preservation  of 
the  bust. 

Nfv>  York. 


A  NOTE  ON  THE  SO-CALLED  SAPPHO  BUST 

David  M.  Robinson 


AT  first  sight  I  thought  that  this 
r^i  unique  bronze  bust  might  be  of 
**  ^  Renaissanceormodern  timesbut 
I  am  now  convinced  without  having  seen 
the  bust  itself  that  it  is  ancient.  I  still 
feel,  however,  that  the  hollow  circular 
stand  which  is  cast  in  four  different  pieces 
is  not  ancient.  It  has  a  smaller  circular 
disk  of  bronze  fitted  on  its  top  and 
above  this  is  another  piece  of  bronze, 
to  which  the  lower  front  of  the  bust  is 
soldered.  The  insertion  of  patches  in 
ancient  times,  .the  character  of  the 
■accretions,  the  nail  holes,  the  nails  them- 
selves, still  inside  the  head,  and  remains 
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of  others  in  the  interior  of  the  breasts 
and  dress  are  strong  arguments  in  favor 
of  the  genuineness  of  the  bust.  In 
order  that  scholars  may  have  all  the 
data,  I  have  asked  Dr.  Eisen  to  go  into 
this  subject  more  than  he  did  in  his 
original  manuscript  which  I  have 
changed  only  in  the  matter  of  wrong 
references  and  minor  details.  Dr.  Ejsen 
is  a  scholar  of  international  reputation, 
especially  in  the  field  of  ancient  glass 
and  beads  (cf.  his  article  on  "Stratified 
Glass:  A  hitherto  Undefined  Type  of 
Mosaic  Glass"  in  Art  and  Archae- 
ology for  August.  1917,  pp.  69- ?6;  and 
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on  "The  Chalice  of  Antioch"  in  the 
American  Journal  of  Archaeology,  XX, 
1916,  pp.  426f.).  So  I  dislike  to  differ 
from  him,  but  I  do  not  believe  that  the . 
bust  represents  Sappho.  It  does  not 
resemble  any  of  the  representations  of 
her  on  coins  or  vases  or  terra-cottas  or 
any  of  the  marble  busts  which  have 
been  called  Sappho  (in  the  Vatican, 
Uifizi,  Villa  Albani,  and  British  Mu- 
seum). I  can  see  only  a  very  slight 
resemblance  in  the  hair,  eyebrows,  nose, 
mouth, chin,  and  neck  to  the  bronze  bust 
said  to  be  that  of  Sappho  in  Naples. 
I  see  no  resemblance  at  all  to  the  maiden 
of  Antium  and  doubt  whether  that 
statue  represents  Sappho.  Nor  do  I 
believe  that  the  bust  represents  Livia, 
the  wife  of  Augustus.  It  does  not  re- 
semble the  known  portraits  of  her.  In 
fact,  I  am  inclined  because  of  the  large- 
ness of  the  bust,  and  because  the  pupils 
of  the  eyes  are  represented  plastically 
and  for  other  general  stylistic  reasons 
to  date  the  bust  in  the  time  of  Hadrian 
or  Trajan  or  even  in  the  age  of  the 
Antonines  rather  than  in  the  Augustan 
era,  though  the  peculiar  arrangement  of 
hair  at  the  back  seems  to  occur  on 
Ronian  coins  of  the  Republic  (Grueber, 
Roman  Coins  of  the  Republic,  III,  pi.  52, 
nos.  7,  8).  The  bust  is  much  more 
likely  to  represent  Faustina  or  some 
sue'  person  than  Livia.  The  hair  is  not 
brought  forward  from  the  chignon  to 
form  the  toupet,  as  Dr.  Eisen  thinks,  but 


the  front  hair  is  done  up  into  a  toupet. 
Many  features  do  remind  one  of  the 
fifth  century  B.C.,  the  wavy  hair  in 
front  which  is  almost  Phidian,  the 
features  of  the  face,  and  especially  the 
drapery.  Some  of  Dr.  Eisen's  parallels 
are  not  very  close  but  I  think  he  does 
prove  that  the  style  of  the  bust  is 
Greek.  Even  the  top-knot,  for  which 
he  has  given  some  parallels,  occurs  in 
the  fifth  century  (cf.  also  the  Devon- 
shire Apollo  head  attributed  by  Furt- 
wangler  to  Pythagoras,  460-450  B.C.,  cf. 
Intermezzi,  pi.  2).  The  chignon  at  the 
back  of  the  head  also  begins  in  Greek 
art  and  is  not  peculiarly  Roman.  It 
is  common  in  the  fourth  century  B.C. 
and  perhaps  was  used  even  in  the  fifth 
(cf.  Reinach,  TSles  Antiques,  pi.  167, 
which  is  attributed  to  the  school  of 
Phidias  by  some  and  to  a  predecessor  of 
Praxiteles  by  others).  I  am  inclined 
to  think  that  the  bust  is  a  Hadrianic 
or  later  portrait  of  some  Roman  lady 
OF  empress  rather  than  a  goddess  in 
the  style  of  an  antique  Greek  per- 
sonage of  the  end  of  the  fifth  century. 
It  combines  Phidian  and  Praxitelean  or 
pre-Praxitelean  styles  and  hasn't  the 
usual  coiffure  of  Hadrianic  times.  The 
bust  is  a  very  valuable  and  important 
addition  to  America's  art  treasures, 
even  if  it  is  impossible  to  identify  be- 
yond a  doubt  the  particular  lady  repre- 
sented. 
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THROUGH  THE  WILDERNESS  OF  SINAI 

WiLLARD  H.  Robinson,  Jr. 


IT  was  with  a  thrill  of  anticipation 
and  pleasure  that  we  made  our, 
preparations  inCairo  for  this  memo- 
rabletrip.  Mingled  with  this  was  a  sense 
of  adventure,  for  we  were  going  through 
a  wild  mountainous  country  seldom 
visited  even  by  the  biblical  archaeolo- 
gist. We  knew  that  something  unex- 
pected was  going  to  happen,  just  what 
we  could  not  tell.  Natives  in  Cairo 
were  very  free  with  their  prognostica- 
tions of  danger  and  failure.  They  could 
not  understand  why  we  were  so  foolish 
as  to  risk  our  lives  for  nothing.  In  their 
minds  we  were  to  be  frozen  by  the  cold 
penetrating  nightly  chili  of  that  high 
mountainous  district  unprotected  from 
the  sweeping  winds,  or  to  be  baked  by 
those  direct  noon-day  rays  of  the  tropical 
sun  which  scorch  everything  which 
comes  under  their  glare.  Moreover  we 
were  going  on  camel-back  in  the  month 
of  February,  when  the  camel-bite  be- 
comes fatal.  On  getting  out  of  bed,  in 
the  morning,  we  were  to  step  on  a  live 
scorpion  and  be  fatally  poisoned.  Sur- 
viving these  and  many  other  Arab  tales 
of  danger,  we  were  to  be  murdered  by 
the  wild  and  uncivilized  Bedouin  na- 
tives of  that  country  who  place  so  little 
value  on  human  life.  A  pleasant  pros- 
pect, certainly,  and  yet  no  one  of  our 
little  band  of  four  would  have  missed 
the  opportunity  for  all  the  backshish 
that  is  given  away  daily  in  Cairo. 

So  the  preparations  went  forward. 
Tents,  beds,  and  saddles  were  sent  ahead 
to  Suez.  All  our  provisions  for  the 
nineteen-day  trip  had  to  be  secured  in 
Cairo,  as  we  could  get  nothing  in  that 
wilderness.    1000  eggs,  20  live  chickens, 
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40  live  pigeons,  2  live  turkeys,  1  live 
sheep,  with  crates  of  oranges,  apples, 
and  lemons,  and  a  quantity  of  dried  figs 
and  nuts  were  to  be  our  main  depen- 
dence. We  took  the  train  from  Cairo  to 
Suez,  passing  through  the  land  of 
Gosheii.  From  there  we  sailed  on  a 
Khedivial  steamer  to  Tor  (orTOr)  which 
is  only  three  or  four  days  on  camel-back 
from  Mt.  Sinai.  We  were  to  return  by 
the  longer  route  to  Suez,  following  in 
part  the  path  taken  by  the  Israelites  in 
their  wanderings.  While  the  camels 
were  being  loaded,  we  inspected  the 
quarantine  station  which  is  all  there  is 
at  Tor.  The  head  doctor  showed  us 
their  facilities  for  attending  to  8000 
pilgrims  at  once.  Every  pilgrim  who 
goes  to  Mecca  must  be  thoroughly 
washed  and  his  clothing  disinfected  both 
on  the  way  to  Mecca  and  on  his  return. 

When  all  was  ready,  our  caravan  of 
23  camels  started  across  the  flat  desert 
sand  toward  the  mountains.  At  first 
nothing  but  sand  was  visible  in  almost 
every  direction,  but  when  we  came  to 
camp  at  night  Jebel  Um-Shomer's 
jagged  peak  loomed  up  conspicuojisly 
before  us,  bidding  us  to  come  nearer 
and  enter  that  interesting  land  which- 
combines  wild  and  beautiful  scenery 
with  rich  historic  associations. 

Noon  of  the  next  day  brought  us  to 
the  mountains  where  we  entered  the 
Wadi  es  Slei,  a  deep  valley  which,  un- 
der varying  nam^s,  leads  all  the  way  to 
Sinai.  With  the  exquisite  colors  of  the 
rocks  and  the  varying  shades  of  light, 
this  gorgeous  wadi  is  worthy  of  the 
Grand  Canyon  of  the  Colorado.  Red, 
green,  gray,  black,  and  white  stratifica- 
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The  Chapel  of  the  Virpin  on  Mount  Sinai 
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The  Monastery  of  St.  Catherine  locatei!  on  the  supposed  site  of  the  burning  bush 


tions  were  placed  now  in  sharp  contrast 
to  each  other,  now  shading  directly  one 
into  another.  A  beautiful  ride  brought 
us  to  a  very  picturesque  spot  where  we 
spent  the  night  with  the  majestic  moun- 
tains of  the  wilderness  of  Sinai  standing 
their  silent  guard  on  all  sides  of  us. 

Early  the  next  day,  just  as  the  morn- 
ing dawn  was  lighting  up  Jebel  Um- 
Shomer  with  its  beautiful  rosy  glow,  we 
left  our  camp  at  Seil  um  Mejed  and 
continued  our  way  in  the  deep  ravine  of 
Wadi  Es  Slei  through  many  deep  gorges 
and  mountain  walls  surmounted  by 
jagged  peaks  sometimes  seeming  almost 
to  meet  overhead.  The  scenery  was 
still  grand,  but  the  valley  (now  Wadi 
Tarfa)  was  becoming  wilder,  and  more 
barren.  At  two  o'clock  of  the  next  day, 
we  got  our  first  glimpse  of  Jebel  Musa 
(Mt.  Sinai).  It  appeared  as  a  high 
single-peaked  mountain  on  our  left  and 
was  not  the  picturesque  many-peaked 
mountain  ahead  of  us,  as  the  Arabs  had 
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tried  to  make  us  believe  at  first.  We 
had  now  passed  through  the  Wadi 
Rahabeh  and  the  present  name  of  our 
valley  was  Wadi  Seba-iyeh.  We  soon 
entered  the  narrow  Wadi  ed-Deir  and 
came  alwut  four  o'clock  of  our  fourth 
dayout  to  the  monastery  of  St.  Catherine 
located  on  the  site  of  the  historic  burn- 
ing bush.  The  monks  received  us  most 
hospitably  and  gave  us  permission  to 
pitch  our  tents  in  their  beautiful  garden 
where  the  loveliest  pink  and  white 
almond  blossoms,  then  in  bloom,  fur- 
nished ,a  real  treat  to  eyes  somewhat 
sore  with  the  burning,  heat  and  glaring 
sun  of  the  open  and  barren  desert.  The 
head  monk  (or  Oikonomos,  as  he  is 
called)  took  us  to  his  private  reception 
room  and  offered  us  cigarettes,  arac, 
jam,  coffee,  and  water  in  the  usual  style. 
After  supper  we  were  glad  to  seek  our 
beds  and  soon  fell  asleep  dreaming  of 
the  "Mountain  of  the  Law",  which  we 
were  to  ascend  the  next  day. 
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After  attending  the  sunrise  service  in 
the  chapel  of  the  burning  bush,  where 
sixteen  monks  came  forward,  one  by 
one,  and  partook  of  the  communion, 
we  started  up  the  zig-zag  path  which 
leads  from  the  monastery  to  the  moun- 
tain. Just  as  we  started,  the  reflected 
sunrise  Hght  on  the  top  of  Mt.  Sinai 
was  glorious  and  we  thought  how  well 
such  a  halo  of  light  befitted  the  mount 
of  Jehovah's  glory.  We  each  one  thought 
to  ourselves,  "The  ground  whereon 
thou  standest  is  holy  ground." 

There  are  about  3000  rock  hewn  steps 
leading  up  the  side  of  the  mountain, 
though  in  many  places  they  have  be- 
come worn  away  or  covered  with  debris. 
There  are  also  gateways,  at  each  of 
which  one  formerly  had  to  confess  his 
sins.  The  pink  and  white  rocks  on 
either  side  were  beautiful  in  the  morn- 
ing light.  One  of  our  party  said  they 
"looked  just  like  crushed  strawberry 
ice-cream".     An  hour  and  twenty  min- 


utes brought  us  to  the  chapel  of  the  vir- 
gin of  the  Oikonomos.  The  story  runs 
that  theFathersexhaustedtheirfood  and 
could  get  no  more.  So  they  decided  to 
leave,  but  first  to  go  up  to  Jebel  Musa 
for  the  last  sacrifice.  The  Oikonomos 
met  here  a  man,  woman,  and  child. 
The  old  man  (Moses?)  said :  "  Go  back. 
God  will  send  you  food."  Unbelieving 
the  fathers  went  on,  but  when  they  re- 
returned  they  found  100  camels  laden 
with  wheat  and  provisions.  So  they 
built  a  chapel  in  memory  of  the  incident. 
After  three  and  one-half  hours'  leis- 
urely ascent,  we  came  to  the  top  of  that 
sacred  mountain  where  Moses  received 
the  commandments.  A  chapel  has  been 
erected  over  the  little  cave  where  Moses 
stood  and  in  the  chapel  a  little  oil  lamp 
is  kept  constantly  burning.  Another 
chapel  is  built  over  the  cave  where 
Moses  hid  "when  the  glory  of  God 
passed  by."  As  we  stood  on  the  crest 
of  the  historic  mountain,  it  was  easy  to 
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Ruins  of  a  Mosque  on  top  of  Mt.  Sinai 


imagine  ourselves  back  in  Moses'  time 
with  the  mountain  enveloped  in  thick 
cloudsand  smoke,  and  amidst  the  thu  nder 
and  noise,  the  voice  of  God  speaking  to 
Moses.  It  was  a  glorious  day  and  one 
long  to  be  remembered. 

The  view  from  the  top  of  the  moun- 
tain is  wonderful  beyond  description. 
Let  us  imagine  ourselves  there  for  a 
moment.  On  all  sides  of  us  we  see  that 
great  mountainous  desert  known  as  the 
Wilderness  of  Sinai,  not  a  flat  sandy 
region  reflecting  the  yellow  glare  of  the 
sun,  but  a  region  full  of  the  most  beau- 
tiful and  picturesque  mountain  scenery. 
As  the  eye  reaches  out,  the  mountains 
with  their  varied  colorings  and  con- 
trasts of  light  and  shadow,  fade  away 
into  the  misty  blue  region  of  the  horizon, 
or  on  a  very  clear  day,  into  the  shadowy 
depths  of  the  Red  Sea,  a  vertical  mile 
and  one  half  below  us.  But  closer  at 
hand  is  the  view  which  interests  the 
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biblical  archaeologist  most.  To  our  left 
far  down  the  valley,  we  see  the  great 
plain  of  Er-Rahah,  where  the  40,000 
Israelites  were  encamped.  Just  in  front 
of  us  is  the  mountain  called  Jebel  Musa 
(or  Mountain  of  Moses),  from  which 
Moses  saw  the  burning  bush.  To  the 
right,  close  at  hand,  is  the  mountain 
called  Jebel  Katrina  (or  Mountain 
of  St.  Catherine),  its  pink  and  white 
rock  glistening  in  the  sunlight;  while 
straight  down  below  us,  almost  a  sheer 
descent  of  2.500  feet,  and  located  on  the 
site  of  the  burning  bush,  is  the  famous 
monastery  of  St.  Catherine  with  its 
several  buildings  surrounded  by  a  high 
wall  like  the  ancient  cities  of  Bible 
times.  To  be  in  the  midst  of  that  peace- 
ful, quiet  scene  makes  the  Bible  story 
clearer  and  brings  it  home  to  one  in  a 
peculiarly  effective  way.  We  are  loth 
to  leave  the  sacred  mountain  but  it  is 
getting  late  and  we  must  return  before 
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The  Rock  said  lo  be  that  which  Moses  )<mole 
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Large  Slabs  with  Hiti 


t  Serabit-el-Khadem 


dark  or  be  lost.  So  with  heart  and 
mind  full  of  the  scenes  of  ancient  days, 
and  with  eyes  feasting  upon  their 
modern  counterpart,  we  turn  to  descend 
the  mountain  a  different  way.  This 
route  takes  us  past  the  chapel  of  Elijah 
with  the  tall  cypress  tree  as  its  guardian, 
on  to  the  chapel  of  John  the  Baptist, 
and  back  to  our  tents  where  we  are  glad 
to  rest  after  a  day  which  has  marked  a 
turning  point  in  every  one  of  our  lives. 
Another  day  was  spent  in  the  monas- 
tery, inspecting  the  various  buildings, 
including  the  treasure  room,  the  dun- 
geon, and  the  store-houses.  With  great 
impress! veness  the  Oikonomos  gave  us 
each  a  box  of  what  he  called  manna,  but 
which  was  really  a  kind  of  dried  and 
sweetened  sap  from  the  trees  there. 
The  library  was  an  interesting  collec- 
tion of  all  kinds  of  books  in  more  or  less 
confusion.  There  were  many  ancient 
printed   books   in   Greek,    Latin,    and 
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French.  A  five  page  book  contained  all 
the  Psalms  written  so  fine  that  we  had 
to  use  a  microscope  to  read  them.  The 
Syriac  manuscript  brought  to  light  by 
Mrs.  Lewis,  of  Cambridge,  was  also 
there.  We  were  not  so  fortunate  as  to 
make  any  such  discoveries  as  Tischen- 
dorf,  and  so  went  on  to  the  church, 
which  is  beautiful  with  its  costly  in- 
terior furnishings.  It  contains  the 
tomb  of  St.  Catherine  and  two  unused 
caskets,  one  made  all  of  silver  and  sent 
by  the  Empress  Catherine  of  Russia. 

The  next  day  we  left  by  way  of  the 
extensive  plain  of  Er  Rahah,  which 
offers  a  wonderful  view  of  Mt.  Sinai 
where  we  had  spent  a  most  profitable 
time.  Of  the  journey  back  from  Sinai 
to  Suez,  not  very  much  need  be  said 
here.  We  traversed  in  part  the  wander- 
ings of  the  Israelites.  A  great  rock 
split  in  two  at  the  base  of  a  mountain 
was  said  to  be  the  rock  which  Moses 
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smote  when  the  children  of  Israel  cried 
for  water.  A  little  farther  on  we  passed 
the  mountain  upon  which  Moses  stood 
with  uplifted  arms  to  watch  the  battle 
with  the  Amalekites.  The  same  day 
we  came  to  the  mines  of  Maghara  where 
much  turquoise  was  being  dug  up. 

At  Serabit  el  Khadem  we  saw  the 
temples  to  the  Egyptian  Hathor  and  the 
ruins  of  the  ancient  baths.  The  steles 
(p.  293)  stand  there  as  if  fixed  forever, 
and  thousands  of  years  seem  unable  to 
wear  away  the  clear-cut,  unsolved 
Hittite  characters. 

We  spent  our  last  night  near  Wadi 
Gharundel  (probably  the  ancient  Elim). 
It  was  here  that  the  Arabs  showed  the 
triclciness  of  their  nature,  and  planned 
to  desert  us  while  still  a  day's  march 


from  civilization.  They  insisted  on  the 
rest  of  their  pay  before  going  on,  and 
we  were  about  to  hand  it  over  when  we 
heard  them  discussing  in  Arabic  their 
plan  of  leaving  us  in  the  trackless  desert. 
But  we  did  not  care  to  have  the  ex- 
perience of  the  Israelites  over  again. 
So  we  said  we  could  not  pay  them  until 
Suez,  and  a  very  uncomfortable  wan- 
dering in  the  wilderness  was  spared  us. 
On  our  last  day,  after  passing  Ain 
Hawara  (the  bitter  spring)  we  came  to 
the  beautiful  Ayun  Musa,  or  wells  of 
Moses.  Here  we  were  glad  to  refresh 
ourselves  and  our  camels  with  the  fine 
water  there  and  soon  pressed  on  to 
Suez,  where  we  dismissed  our  Arab 
friends  and  took  the  train  to  Cairo. 

Blackburn  Collegt,  CarUnviUe,  III. 
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RELIGIOUS  AND  ARTISTIC  THOUGHT  IN 
ANCIENT  CHINA 

Berthold  Laufer 


THE  culture  of  China  represents  a 
development  of  four  or  five  mil- 
lenniums accompanied  by  an  un- 
interrupted flow  of  tradition  which  par- 
tially is  still  in  full  operation  at  the 
present  day.  The  artistic  achievements 
of  the  Chinese  are  closely  associated 
with  their  religious  notions  and  inspired 
by  religious  sentiments  nourished  from 
the  same  fountainhead  throughout  the 
long  course  of  their  history, — nature- 
worship,  deep  reverence  for  the  dead, 
worship  of  the  ancestors,  and  an  in- 
satiable craving  for  salvation  and  im- 
mortality. The  peculiar  conception 
and  happy  blending  of  these  elements, 
combined  with  a  pantheistic  philosophy 
of  nature,  gave  them  the  best  conceiv- 
able preparation  for  artistic  accomplish- 
ments, and  resulted  in  a  unity  and  har- 
mony of  thought  and  life  unattaincd  by 
any  other  human  society.  Whereas  our 
mental  culture  is  based  on  disconnected 
ideas, — Semitic,  Greek,  and  Roman,-  - 
which  have  no  direct  inward  organic 
relation  to  our  national  consciousness. 
Chinese  civilization  is  a  unit  cast  of  one 
mould  in  which  religion,  philosophy, 
poetry,  and  art  are  one  and  the  same, 
emanating  from  a  sound  conception  of 
man  in  his  relation  to  life  and  nature. 
New  forms  and  expressions  of  art  were 
created  at  all  times,  but,  despite  all 
changing  influences,  the  fundamental 
ideas  underlying  their  significance  per- 
sisted with  conservative  force  through- 
out the  ages.   . 

About  3000  B.C.  China  was  a  com- 
paratively small  country,  hardly  com- 
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prising  one-fifth  of  her  present  area, 
chiefly  located  in  the  north-western  por- 
tion of  her  present  home.  The  climatic 
and  physical  conditions  of  the  country 
were,  to  some  extent,  very  different 
from  what  they  are  now:  the  mountain- 
ranges  were  still  crowned  by  dense 
forests  haunted  by  numerous  wild 
beasts  like  tiger,  rhinoceros,  tapir, 
buffalo,  hunted  by  man  only  with  bow 
and  arrow;  and  the  gradually  advanc- 
ing farmer  made  slow  headway  in  clear- 
ing the  jungle.  Yangtse  River  was 
populated  by  huge  alligators,  the  terror 
of  the  rice-growing  villages,  and,  like 
the  crocodile  in  the  valley  of  the  Nile, 
the  alligator  soon  became  the  object 
of  religious  worship.  In  carvings  of 
bone  the  formidable  reptile  was  well 
portrayed.  Every  one  is  familiar  with 
the  conventional  design  of  the  Chinese 
dragon;  the  origin  of  this  fabulous  crea- 
ture has  been  the  object  of  much  dis- 
cussion. These  realistic  carvings  give 
us  a  clue  in  pointing  to  the  alligator  as 
the  prototype  from  which  the  mythical 
figure  of  the  dragon  seems  to  have  de- 
veloped. These  glyptic  works  present 
the  earliest  attempt  of  the  Chinese  in 
the  line  of  sculpture,  being  utilised  for 
purposes  of  divination.  Divining  was 
practised  by  scorching  animal  bones, 
the  shoulderblade  of  cattle  and  deer,  or 
the  carapace  of  a  tortoise,  and  from  the 
designs  formed  by  the  cracks  in  the  bone 
the  future  was  prophesied.  When  the 
process  of  fortune-telling  was  completed, 
a  record  of  the  oracle  and  the  reply  were 
engraved  upon  the  bone-carved  figure 
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of  an  animal,  and  large  deposits  of  such 
bone  archiveswereburiedunder  ground. 
One  such  deposit  was  excavated  in 
Honan  Province  about  two  decades  ago, 
and  the  Field  Museum  secured  over  a 
hundred  pieces,  including  most  of  the 
best  carvings  from  the  collection  of  the 
late  F.  H.  Chalfant.  This  material  em- 
bodies the  oldest  forms  of  Chinese 
writing,  but  most  of  the  inscriptions 
are  still  undeciphered.  One  of  the  finest 
carvings  is  a  charm  worn  by  a  princess 
and  stained  a  turquois-blue  through 
chemical  agencies  underground.  It 
represents  a  snake  in  the  centre  and  a 
bird  in  full  figure  at  each  end. 

Like  the  nations  of  western  Asia  and 
the  prehistoric  peoples  of  Europe,  the 
Chinese  passed  through  a  so-called 
bronze  age,  during  which  all  imple- 
ments, wea[)ons,  and  vessels  were  made 
of  copper  or  bronze,  to  the  exclusion  of 
iron.  Iron  gradually  came  into  use 
from  about  500  B.c  The  great  stimulus 
to  the  development  of  early  art  was  the 
unceasing  care  for  the  departed  an- 
cestors, who  were  constantly  alive  and 
awake  in  the  minds  of  the  people,  cul- 
minating in  a  minutely  ritualistic  cult 
that  created  an  epoch  of  highly  artistic 
vases  utilized  during  the  ceremonies. 

An  enormous  bronze  colander  from 
about  2000  B.C.  presents  a  magnificent 
example  of  the  high  technical  skill 
reached  by  the  early  bronze- founders, 
the  enormous  vessel  being  cast  from  a 
single  mould.  It  represents  the  com- 
bination of  a  stove  with  a  cooking- 
vessel  used  for  steaming  grain  and  herbs 
in  the  ancestral  cult.  A  fire  was  built 
by  means  of  charcoal  in  the  hollow 
tripod  base  which  is  separated  by  a 
hinged  grate  from  the  upper  receptacle 
holding  the  articles  to  be  steamed. 
The  ornamentation  of  the  surface  is 
formed  by  chased  meander  bands;  and 
conventionalized    figures   of    monsters 


stand  out  in  undercut  relief.  The 
meander  or  fret  is  symbolic  of  thunder 
and  lightning,  while  the  monster  sug- 
gests the  representation  of  a  storm-god. 
This  composition  is  intended  to  illus- 
trate an  atmospheric  phenomenon,  em- 
blematic of  fertile  rain.  The  ancient 
Chinese  were  a  nation  of  agriculturists, 
and  being  deeply  interested  in  weather 
and  wind,  their  attention  was  turned 
toward  the  observation  of  the  sky  and 
the  stars;  and  this  at  an  early  date 
yielded  a  surprising  advance  in  the 
knowledge  of  astronomy. 

A  bronze  goblet  with  a  marvelous 
lustrous  patina  comes  down  from  the 
same  archaic  period,  the  Shang  dynasty. 
Wine  was  poured  out  of  it  in  the  rituals 
relating  to  the  worship  of  the  great 
nature-deities  Heaven  and  Earth.  Sub- 
sequently goblets  of  this  type  were  used 
in  the  marital  ceremony  when  bride  and 
groom  partook  of  wine  from  the  same 
cup. 

Any  trace  of  realism  is  absent  in  that 
archaic  epoch.    The  human  figure  does 
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not  yet  appear  in  decorative  art.  all 
designs  being  purely  geometric  and  re- 
ceivihgasymbolicinterpretationevolved 
from  the  minds  of  farmers.  No  names 
of  individual  artists  are  on  record  from 
those  remote  days;  art  was  subconscious 
and  strictly  national. 

The  process  of  casting  was  that  a  cire 
perdue,  and  vessels  (except  the  lid)  were 
usually  made  in  a  single  cast,  inclusive 
of  the  handle  or  handles  and  bottom. 
The  bronze  kettle  in  Fig.  3  is  gilt  all 
over,  and  is  the  only  ancient  bronze 
piece  known  with  such  a  complete 
gilding.  The  handle  terminates  at  both 
ends  in  figures  of  sheep,  the  favorite 
domestic  animal  of  the  ancient  Chinese 
and  a  symbol  of  beauty  and  gentleness. 
Such  kettles  filled  with  wine  were  be- 
stowed as  a  mark  of  distinction  by  the 
sovereign  on  deserving  vassal  princes  or 
meritorious  statesmen. 

The  religion  of  this  primitive  period 
was  simple  and  mainly  consisted  in 
nature-worship.  There  was  no  officially 
recognized  priesthood ;  the  father  was 
the  priest  of  the  family,  the  prince  the 
priest  of  his  kingdom,  and  the  emperor 
the  pontifex  maximus  of  the  nation. 
The  great  cosmic  powers,  Heaven  and 
Karth,  were  the  chief  deities,  and  their 
interaction  was  believed  to  have 
prompted  the  creation  of  man  and  na- 
ture. The  highly  intellectual  mind  of 
the  Chinese  was  always  keen  along  the 
lines  of  mathematics  and  astronomy, 
and  everything  in  their  rituals  was  re- 
duced to  fixed  numbers  and  categories 
reflected  in  celestial  phenomena.  This 
peculiar  trend  of  mind  called  into  exis- 
tence a  geometric  construction  of  the 
supreme  deities.  Heaven  was  con- 
ceived of  as  circular,  and  the  image  of 
this  all-powerful  deity  was  represented 
in  the  shape  of  a  perforated  disk  carved 
from  jade,  which  was  valued  as  the  most 
precious  material.    At  the  same  time,  it 

[299] 


served  as  an  emblem  to  the  Emperor 
who  was  Jieiieved  to  receive  his  man- 
date from  Heaven  and  ruled  by  his 
command  as  the  Son  of  Heaven.  A 
most  striking  feature  is  the  imposing 
simplicity  of  this  nature- worship. 

The  notion  of  round  heaven  is  still 
expressed  by  the  building  of  the  Temple 
of  Heaven  in  Peking,  the  only  known 
example  of  the  circular  principle  in 
Chinese  architecture,  where  till  the  end 
of  the  monarchy  the  Emperor  annually 
used  to  offer  prayers  and  sacrifices  to 
Heaven.  See  Figures  1  and  2,  pages 
296.  297. 

The  deity  Earth,  next  in  importance 
to  Heaven,  was  revered  under  the  image 
of  a  jade  tube  rounded  in  the  interior, 
but  square  outside,  because  the  earth 
was  conceived  to  be  stjuare.  This  ob- 
ject referred  to  female  power,  and  ac- 
cordingly was  the  sovereign  emblem  of 
the  empress.  In  the  grave,  it  was  placed 
on  the  chest  of  the  corpse,  and  likewise 
symbolized  the  deity  Earth,  while  the 
disk  representing  Heaven  was  placed 
under  the  back  of  the  body.  Man  was 
the  creation  of  the  combined  forces  of 
Heaven  and  Earth,  so  he  should  not  be 
separated  from  the  two,  and  should  also 
rest  between  them  in  his  subterranean 
slumber. 

Other  jade  implements  arc  cere- 
monial emblems  connected  with  solar 
worship.  Types  like  that  of  a  large  jade 
knife,  the  perforations  forming  a  con- 
stellation, were  originally  images  of  the 
solar  deity,  and  shared  in  the  quality  of 
sun-light  to  dispel  darkness  and  demons. 
For  this  reason,  they  were  interred  "n 
the  graves  as  efficient  weapons  in  ward- 
ing off  from  the  dead  all  evil  influences. 
A  similar  implement  was  the  imperial 
emblem  of  sovereignty  which  the  em- 
peror held  in  his  hands,  while  he  wor- 
shipped the  sun  early  in  the  morning. 

Simultaneously  we  meet  in  that  ar- 
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chaic  epoch  shamanistic  practices  of 
exorcisms  and  healing  performed  by  a 
class  of  male  and  female  sorcerers  or 
medicine-men.  The  shaman  was  con- 
spicuous in  the  funeral  ceremonies  when, 
clad  with  a  scale  armor  and  helmet  and 
equipped  with  a  spear  and  shield,  he 
marched  with  pompous  steps  in  front  of 
the  hearse,  and  four  times  wielded  his 
spear  over  the  open  grave  in  the  four 
directions  of  the,  compass,  before  the 
coffin  was  lowered-  He  opened  the  way 
to  the  departed  soul  on  its  peregrination 
into  the  beyond,  safeguarded  it  from 
dangers,  and  insured  the  living  ones 
against  the  return  of  the  soul.  Thus, 
the  custom  developed  that  a  clay  statu- 
ette of  the  shaman  as  the  most  efficient 
exerciser  of  demons  was  buried  with  the 
dead.  In  case  of  disease,  the  shamans 
performed  a  dance,  quite  in  the  manner 
of  their  present  Siberian  colleagues,  and 
the  making  of  crude  clay  images  of 
males  and  females  with  movable  arms, 
into  which  the  spirit  of  the  disease  was 
banished,  and  which  were  subsequently 
interred,  was  an  essential  part  of  the 
ceremony. 

About  a  thousand  years  later,  we 
come  down  to  the  Han  period  covering 
the  time  around  the  Christian  era.  In 
this  memorable  epoch  marking  the 
transition  from  antiquity  to  the  middle 
ages,  the  graves  of  the  people  were  laid 
out  in  large  sepulchral  chambers  com- 
posed of  flat  stone  slabs.  These  formed 
a  vault,  sheltering  the  coffin,  and  were 
covered  with  fine  sculptures  in  bas- 
relief  depicting  favorite  incidents  of 
ancient  history  or  mythological  sub- 
jects and  forming  one  of  our  funda- 
mental sources  for  the  study  of  ancient 
culture-life. 

The  "Battle of  the  Fishes"  is  perhaps 
the  most  unique  subject  represented  in 
the  plastic  art  of  the  Han,  reminding 
one  of  the  Homeric  "Battle  of  the  Frogs 


andMice".  In  this  Chinese  fish-epicwe 
see  a  whole  army  of  fishes  going  to  war, 
fish  riding  on  fish,  or  warriors  astride 
fishes,  armed  with  bucklers,  swords,  and 
spears,  apparently  making  ready  for  a 
fierce  aquatic  battle.  The  king  or  god 
of  the  watery  element  is  driving  in  a 
chariot  drawn  by  three  large  sea-fishes. 
The  significance  of  this  curious  repre- 
sentation may  he  interpreted  from  an- 
cient Chinese  lore.  At  the  time  of  the 
first  Emperor  Tsin  Shi  (third  century 
B.C.)  a  belief  prevailed  in  the  existence 
of  three  Isles  of  the  Blest  supposed  to  be 
far  off  in  the  eastern  ocean;  there  grew 
a  drug,  capable  of  preventing  death  and 
securing  immortality.  The  desire  of  the 
Emperor  to  possess  this  drug,  prompted 
him  to  send  out  an  expedition,  under 
the  leadership  of  a  magician,  in  search 
of  the  Fortunate  Islands.  But  the 
drug  of  immortality  was  carefully 
guarded  by  the  god  of  the  ocean  (here 
represented  in  the  chariot)  and  his 
militant  army  of  fishes.  The  magician 
had  an  interview  with  him  (he  is  seen 
kneeling  in  front  of  the  fish-chariot),  to 
negotiate  for  the  precious  remedy;  the 
marine  god  sent  his  army  toward  the 
coast  of  Shantung  to  caution  the  Em- 
peror against  his  high-minded  ambi- 
tions. The  Emperor  was  lying  in  am- 
bush on  the  shore,  killed  one  of  the 
fishes  with  a  repeating  crossbow,  and 
died  a  few  days  afterwards. 

A  century  later,  the  belief  in  these 
Fortunate  Islands  in  the  eastern  ocean 
received  a  fresh  stimulus  under  the 
influence  of  alchemy.  As  later  on 
among  the  Hindu  and  Arabs  and  in 
mediaeval  Europe,  the  notion  was  en- 
tertained that  cinnabar  could  be  trans- 
muted into  gold  in  the  furnace,  and 
that  immortality  could  be  attained  by 
him  who  should  eat  and  drink  out  of 
such  vessels  made  of  such  gold.  The 
Han  Emperor  Wu,  instigated   by  the 
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adepts  of  the  black  art,  again  despatched 
expeditions  over  the  sea  to  discover  the 
Fortunate  Isles,  the  conception  of  which 
held  the  imagination  of  the  people 
deeply  enthralled,  and  was  a  prominent 
feature  in  the  religious  Iwliefs  of  those 
days.  To  these  feelings  of  their  con- 
temporaries, the  artists  of  the  time  lent 
expression,  by  moulding  niortuar>'  jars 
with  covers,  shaped  tike  the  hilly  Is- 
lands of  the  Blest  emerging  from  the 
sea.  Such  jars  were  interred  in  the 
graves  and  implied  the  mourner's  wish 
that  his  beloved  deceased  might  reach 
the  land  of  bliss  and  attain  immortalit; 
on  the  Fortunate  Isles. 

The  mortuary  pottery  of  the  Han 
period  is  a  microcosm  of  the  life  and 
culture  of  that  age.  All  the  property 
dear  to  the  living  ones  was  reproduced 
in  clay  of  miniature  size  and  confided  to 
the  grave,  as  houses,  towers,  farm- 
sheds,  barn-yards,  mills,  grain -crushers, 
sheepfolds,  stoves,  and  the  favorite 
domestic  animals  like  pigs  and  dogs. 
The  likeness  of  an  object  suggested  a 
living  reality,  and  the  occupant  of  the 
tomb  was  believed  to  enjoy  the  durable 
clay  offerings  as  if  they  were  the  real 
thing. 

Models  of  pottery  show  us  the  com- 
mon farm  house  of  the  Han  period. 
The  gabled  roof  is  covered  with  solid 
tiles;  some  houses  show  agricultural 
implements  like  rice-crushers  in  the  in- 
terior. Other  houses  are  provided  with 
double  roofs,  and  people  are  looking  out 
of  the  window. 

In  the  west,  ancient  China  bordered 
on  the  nomadic  Turkish  tribes  of  cen- 
tral Asia  which  harassed  and  over- 
flowed the  country  for  many  centuries. 
One  of  the  means  of  checking  the  in- 
roads of  these  restless  hordes  was  the 
building  of  the  Great  Wall  and  numer- 
ous watch-towers  along  the  frontier. 
These  were  occupied  by  soldiers,  en- 

[301] 


h'Ui.  4.— .Model  in  Clay  of  a  Watch-towtr 

gaged  in  spying  the  movements  of  the 
enemy  from  a  distance,  and  repelling 
him,  if  necessary.  Renowned  officers 
who  had  deserved  well  of  the  country  in 
the  frontier-wars  were  buried  with  a 
model  in  clay  of  such  a  military  watch- 
tower  indicating  their  former  profession. 
On  the  two  parapets  and  roofs  the 
sentinels  are  engaged  in  showering 
from  their  crossbows  a  volley  of  darts 
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Fig.  5. — A  Pottery  Jar  Representing  a  Draw-well 

on  an  advancing  column  of  Turkish 
scouts.  This  unique  bit  of  pottery  (Fig. 
4)  is  in  the  collection  of  Mr.  Charles  L. 
Freer  of  Detroit. 

The  meaning  of  death  was  to  the 
Chinese  a  continuation  of  this  life  in 
another  form.  The  spirits  of  the  de- 
parted were  therefore  obliged  to  con- 
tinue their  cooking  during  the  other 
life,  and  thousands  of  models  of  kitchen 
ranges  have  been  discovered  in  the  an- 
cient graves.  A  mortuary  stove  in  the 
Field  Museum  is  a  unique  specimen  and 
presents  one  of  the  earliest  attempts  of 
the  Chinese  to  cast  iron.  On  their  first 
acquaintance  with  iron,  they  did  not 
begin  with  forging  it,  but  treated  it  in 
the  same  manner  as  bronze  by  casting 
it  in  sand-moulds,  at  a  time  when  this 
process   was    unknown    in    the    west. 


Drink  was  as  necessary  to  the  inmates 
of  the  grave  as  food.  Clay  jars  (Fig.  5) 
bearing  out  the  idea  of  a  draw-well  were 
lowered  into  the  grave  to  furnish  a  con- 
stant supply  of  fresh  water.  The  jar 
itself  represents  the  well-curb;  the  well- 
frame  is  erected  over  its  edge.  The 
frame  above  contains  the  pulley,  a 
small  wheel  with  a  deep  groove,  over 
which  the  rope  passes,  and  from  the 
ends  of  this  rope  the  water-buckets  are 
suspended.  The  pulley  is  protected  by 
a  tiled  roof,  and  in  some  jars  a  water- 
bucket  is  placed  on  the  edge  of  the  well. 
It  will  be  recognized  that  the  art  of  the 
Han  is  different  in  principle  from  that 
of  the  early  archaic  period.  The  rigid 
formalism  and  geometric  symbolism 
of  the  latter  is  felicitously  replaced  by 
an  idealism  of  sentiment  expressing 
ideas  in  a  straightforward  way  with  a 
personal  human  touch.  It  was  in  fact 
the  great  epoch  of  Chinese  idealism. 

The  notions  of  immortality  find  their 
most  curious  expression  in  the  utiliza- 
tion of  jade  for  the  benefit  of  the  dead. 
Jade  as  the  most  highly  prized  sub- 
stance of  the  Chinese  was  endowed  with 
the  property  of  preserving  the  body 
from  decay,  and  prompting  its  resurrec- 
tion. The  last  service  rendered  to  a 
departed  friend  was  to  send  a  piece  of 
jade  which  was  placed  on  his  tongue. 
These  protecting  amulets  had  either 
the  shape  of  this  organ  or  were  carved 
in  the  form  of  a  cicada.  The  cicada 
plays  a  prominent  role  in  the  folk-lore 
of  the  Chinese  who  were  deeply  im- 
pressed by  the  long  and  complicated 
life-history  of  this  interesting  insect. 
As  the  larva  creeps  into  the  ground  and 
rises  again  in  the  state  of  the  pupa  till 
finally  the  cicada  emerges,  so  the  soul 
of  the  dead  is  to  fly  out  of  the  old  body 
and  to  awaken  to  a  new  life.  The 
cicada,  accordingly,  is  a  symbol  of 
resurrection. 
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Fig.  6. — Jade  Girdle- Ornament  VVorn  a; 


This  longing  for  resurrection  is  still 
more  forcibly  brought  out  in  the  jade 
girdle-ornaments  worn  by  women. 
These  were  love-tokens  bestowed  on 
them  by  their  husbands  and  carved 
from  the  finest  qualities  of  jade  in 
magnificent  colors,  in  which  three 
modes  of  technique,  engraving,  carving 
in  relief  and  a  jour,  are  happily  com- 
bined, with  a  great  variety  of  design. 
The  underlying  principle  is  that  two 
animals,  birds,  fishes,  or  dragons,  are 
represented  as  engaged  in  the  love-play 
of  nature.  The  Chinese  cherished  the 
belief  that  marital  relations  would  be 
resumed  in  the  other  life,  and  such  or- 
naments were  buried  with  women  as 
symbols  of  a  future  resurrection  and 
re-union.      See  Fig.  6. 

China  is  the  land  of  unlimited  possi- 
bilities for  the  archaeologist,  and  we 
never  experienced  a  greater  surprise 
than  some  seven  or  eight  years  ago 
when,  during  the  construction  of  rail- 
roads, graves  of  the  middle  ages  were 
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opened  for  the  first  time  and  yielded  an 
unexpected  harvest  of  clay  figurines 
of  a  bewildering  variety  of  forms.  The 
most  notable  feature  cropping  out  of 
these  finds  is  the  rich  personal  element 
speaking  to  us  with  eloquent  language. 
Under  thcT'ang  dynasty  (a.d.  618-906), 
from  which  most  of  these  figurines  come 
down,  life  had  assumed  new  forms,  and 
was  enriched  by  a  noble  refinement  in 
social  customs  as  well  as  in  poetry, 
painting,  and  sculpture.  The  feminine 
idea!  of  that  epoch  is  illustrated  in 
numerous  graceful  statuettes,  some 
with  snail-like  chignon  and  dressed 
with  brown  jacket  and  green  shawl,^ — 
tranquil,  a  bit  dreamy,  reserved,  modest, 
as  Chinese  women  are.  They  made 
faithful  companions  of  their  masters  m 
the  grave,  and  the  great  variety  of  style 
in  their  costumes  and  hair-dressings, 
varying  according  to  local  usage,  render 
them  a  live  source  for  the  study  of  an- 
cient fashions.  A  certain  style  of  hair- 
dressing  is  similar  to  that  of  Japanese 
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Kio,  7.— Altondanisof  a  High  Officii 


women  of  the  present  time.  .  The  cul- 
ture of  Japan  is  chiefly  l>asccl  on  the 
Chinese  custonis  of  the  T'ang  period, 
which  in  some  cases  are  well  preserved 
in  Japan,  while  they  are  lost  or  modified 
in  China. 

When  a  high  ofticia!  is  goinji;  out  on 
business  or  a  call,  his  carriage  is  ac- 
companied by  outriders  in  front  and  in 
the  rear.  In  the  same  manner,  we  find 
the  coffin  in  the  grave  flanked  at  Ixjth 
ends  by  male  or  female  attendants  on 
horseback.     See  Fig.  7. 

Powerful  knights  armed  to  the  teeth, 
clad  with  iron  armor,  protected  the 
lord  from  demons  or  malignant  in- 
truders whose  avarice  might  have  dis- 
turbed the  peace  of  his  burial-place. 
And  he  derived  personal  solace  from  edi- 
fying conversation  with  the  priests  of 


theTaodoctrine  (Fig.  9).  Inviewingthe 
Chinese  entirely  under  the  influence  of 
their  rigid  moral  system,  we  are  prone 
to  make  them  out  as  a  very  serious  and 
even  a  pedantic  jwople.  It  should  not 
be  forgotten,  however,  that  there  al- 
ways was  a  merry  old  China  fond  of 
good  shows  and  entertaining  games. 
Acrobats,  jugglers,  dancers,  and  musi- 
cians arc  carved  on  the  walls  of  the 
grave  chambers,  and  statuettes  (Fig.  8) . 
of  quaint  mimes  and  actors,  providing 
amusement  for  the  dead,  have  arisen 
from  the  tombs.  Some  are  represented 
in  the  midst  of  reciting  a  monologue, 
others  are  modelled  in  highly  dramatic 
poses,  gesticulating  with  lively  motions 
as  if  acting  on  the  stage;  others  are  por- 
trayed with  such  impressive  realism 
and  individual  expression  that  we  feel 
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Fig.  8. — Clay  Statuettes  of  Mimes  and  Actors 

almost  tempted  to  name  them  after  by  the  people  bfXucha,  who  spoke  an 

favorite  casts  famiUar  to  us.    The  fea-  Indo-European  language  of  the  Euro- 

tures  of  these  figures  show  a  decidedly  pean    type   known    as   Tokharian    B. 

Aryan    cast.      In    my    opinion,    these  Actors  from  Kucha  frequently  visited 

actors  hailed  from  Kucha  in  Turkestan.  China  and  were  favorite  guests  at  the 

From    manuscripts  discovered    in    the  Imperial  Court. 

sandsof  Turkestan  we  know  that  music         In  ancient  times,  dwarfs  were  noted 

and  dramatic  art  were  eagerly  cultivated  in  China  for  their  wit  and  sagacity,  and 
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Fig.  P.^Priests  of  the  Tao  Doctrine 

were  frequently  employed  as  jesters  and 
court-fools.  We  possess  records  in  the 
contemporaneous  Chinese  Annals  to  the 
effect  that  Negritos  from  Malakka, 
Java,  and  Sumatra  were  traded  to  China 
as  slaves  and  well-preserved  specimens 
of  this  class  are  represented  in  several 
T'ang  clay  figures. 

Yama,  the  ancient  Hindu  God  of 
Death,  was  a  favorite  conception  of  the 
people  of  the  T'ang  period.  He  stands 
either  over  a  demon  or  a  reclining  bull 
*hich  is  his  emblem,  and  appears  as  a 


Fig.  10.— Varna,  God  ot  Death 

mighty  warrior  with  heavy  armor  and 
plumed  helmet,— an  efficient  guardian 
of  the  grave.  His  image  (Fig.  10)  has  a 
large  number  of  different  forms;  be- 
sides the  human  form,  there  is  a  200- 
morphic  one  of  Civaitic  origin,  with 
flamed  bull-head  and  eagle's  claws,  such 
as  still  occurs  in  Tibetan  Lamaism. 
Bull-carts  were  employed  to  carry  the 
coffin  and  paraphernalia  at  the  funeral 
to  the  burial-place.    See  Fig.  II. 

All  domestic  animals,  with  the  excep- 
tion of  the  cat,  were  represented  in  clay. 

[306]; 


.y  Google 


ART  AND  ARCHAEOLOGY 


Fio.  11. — Bull-cart  represented  carrying  the  coffin  to  the  grave 


The  powerful  Tibetan  mastiff  (Fig. 12), a 
remote  ancestor  of  the  English  bull-dog 
pricks  up  his  ears  in  the  attitude  of 
watching;  he  is  provided  with  neck- 
collar  and  belly-band  as  he  is  still  guided 
by  his  master  in  Tibet.  The  lover  of 
horses  had  his  noble  steeds  immortalized 
in  clay,  which,  complete  with  their  har- 
ness, were  ready  for  his  immediate  use. 
Many  of  them  (Fig.  13)  are  remarkable 
for  the  spirit  and  character  with  which 
they  are  portrayed,  as  though  mourning 
for  theirdeceased  master.  The  big  whole- 
sale-dealer who  carried  on  a  large  trade 
in  the  goods  of  Central  Asia  and  Persia 
had  his  grave  furnished  with  the  emblem 
of  commerce,  a  camel  {Fig.  14),  loaded 
with  the  goods  of  distant  lands.  Chinese 
enterprise  at  that  period  encompassed 
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the  entire  world  of  Asia,  their  naviga- 
tion extended  over  the  Indian  Ocean  to 
Java.  India,  the  Persian  Gulf,  and  the 


Fiu,  12.— A  Powerful  Tibetan  Mastiff 
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Fig.  13. — A  Harne&sed  Horse  in  Clay 

coasts  of  Egypt;  and  their  caravans 
penetrated  the  deserts  of  Siberia  and 
Turkestan  as  far  as  the  shores  of  the 
Caspian  Sea.  This  Httle  art-work  (Fig. 
14)  is  conspicuous  for  its  clever  modeling. 
The  guide,  a  Turk,  astride  the  animal, 
is  giving  the  signal  for  the  start.  Taking 
a  last  deep  breath  and  showing  the 
straining  of  its  muscles,  the  camel  en- 
deavors to  rise  under  its  heavy  burden. 


Fig.  14. — A  Clay  Camel  loaded  «ith  Merchandue  Fic.  IS.— A  Clay  Winged  Sphiox 
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Other  clay  statuettes  even  more  in-  the  fourth  century,  the  religion  of  Mani 
tensely  evoke  memories  of  China's  had  grown  into  a  world-system  corn- 
lively  intercourse  with   Persia,   where  

the  great  dynasty  of  the  Sassanians  ' 
had  brought  to  life  peculiar  and 
highly  developed  art-industries.  The 
charming  floral  designs  on  Persian  rugs 
and  silk  textiles,  and  their  engarved 
gems,  awoke  a  responsive  echo  in  China 
and  the  priests  of  the  ancient  religion  of 
Zoroaster,  the  Magi,  or  Mazdaznians 
met  with  a  warm  reception  in  the  father- 
land of  Confucius.  They  were  per- 
mitted to  found  in  the  capital  Si-ngan 
a  temple  for  the  worship  of  the  Sun  and 
the  Fire.  These  facts  may  account  for 
Sgures  of  lions  and  sphinxes  {Fig.  15) 
with  bull-feet,  lion-bodies,  wings  and 
pointed  goat's  horn,  such  as  the  imagin- 
ation of  the  Egyptians  and  Assyrians 
had  fostered,  or  fantastic  winged  uni- 
corn lions,  such  as  greet  us  from  the 
palaces  of  Assurbanipal  or  the  Persian 
kings  of  Susa  and  Persepolis. 

The  religious  history  of  China  pre- 
sents a  unique  spectacle  in  that  all  the 
great  religions  of  the  world  have  found 
a  hospitable  shelter  within  her  domain, 
and  even  flourished  there  at  one  titne  or 
another.  The  attitude  of  the  Chmese 
toward  foreign  religions  has  always 
been  dictated  by  a  liberal  and  broad- 
minded  policy  of  tolerance,  and  their 
Government  has  never  persecuted,  or 
encouraged  any  mental  tyranny  or 
stifled  any  free  opinion  that  keeps  clear 
of  State  policy,  scandal,  or  libel.  In  the 
third  century  a.d,  a  new  religion  arose 
in  Persia,  founded  by  the  sage  Mani, 
with  ideas  borrowed  from  Christianity 
of  the  Gnostic  type  and  overlaid  with  a 
dualistic  system  based  on  Babylonian 
and  Persian  ideas.  Mani  was  crucified 
in  A.D.  275  at  the  instigation  of  jealous 
Zoroastrian  priests,  and  his  followers 
soon  dispersed  over  the  Roman  Empire, 
Turkestan,  and  China.    By  the  end  of 
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petingwith  Christianity  for  religious  and- 
intellectual  leadership.  But  the  oppo- 
sition of  the  ruling  Church  made  the 
adherents  of  Mani  suffer  bitter  persecu- 
tion,— and  while  the  Christian  Em- 
peror Justinian  condemned  Manicheans 
to  death  and  had  their  sacred  writings 
committed  to  the  flames,  their  co- 
religionists in  China  enjoyed  perfect 
peace  and  liberty  under  the  enlightened 
Emperor  T'ai-tsung  of  thcT'angdynasty 
and  translated  their  religious  books  into 
Chinese.  Some  of  these  have  recently 
been  rediscovered,  and  it  is  to  the  glory 


of  the  Chinese  that  they  preserved  to  us 
in  their  language  the  books  of  a  Chris- 
tian sect  which  had  been  mercilessly 
destroyed  by  the  barbarism  of  Europe. 
It  appears  from  one  of  these  Chinese 
Manichean  treatises  that  the  adherents 
of  Mani  conceived  the  Holy  Ghost  as  a 
white  dove.  On  the  high  head-dress  of 
one  statue  (Fig.  16)  we  see  in  relief  the 
design  of  a  descending  dove,  and  for 
this  reason  I  believe  to  be  justified  in 
recognizing  in  it  the  effigy  of  a  Mani- 
chean priest. 
Field  Muitum  of  Natural  History,  Chicaio. 
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"Balboa."    By  Mrs.  Farnham.     In  the  Pan-American  Building  at  Washington 

THE  WORK  OF  SOME  AMERICAN  WOMEN 
IN  PLASTIC  ART 

Frank  Owen  Payne 


THE'past  winter's  exhibitions  of 
the  National  Academy  of  Design 
and  the  Gorham  Salon  displayed 
an  astonishingly  large  number  of  sculp- 
tures, the  work  of  women.  One  of  the 
most  noteworthy,  "Femina  Victrix"  by 
Janet  Scudder,  designed  for  the  pro- 
posed National  Suffrage  Fountain,  seems 
to  the  writer  a  most  appropriate  theme 
for  a  statue  by  a  woman  sculptor  of  the 
present  day,  for  truly  be  it  said  that  if 
Woman  has  proved  herself  victorious  in 
any  one  field  more  than  another,  she 
has  done  so  in  the  difficult  realm  of 
plastic  art. 

Is  it  not  indeed  a  triumph  in  the  field 
of  sculpture  when  we  compare  her 
achievements  of  the  present  day  with 
her  hard  struggles  of  a  half  century  ago? 
Let: it  hot  be  forgotten  that  the  first 
woman  to  enter  the  field  seriously,  was 
denied  admission  to  schools  of  art  be- 

I'll! 


cause  she  did  not  know  anatomy,  and 
her  case  seemed  hopeless  because  the 
schools  of  medicine  refused  to  receive 
women  as  students. 

Compare  the  time  of  Harriet  Hosmer 
with  the  present  day  which  sees  com- 
missions of  great  importance  go  to  Miss 
Hyatt,  Miss  Scudder,  Miss  Longman, 
Mrs.  Farnham,  Mrs.  Whitney,  and  a 
great  many  others. 

It  is  such  triumphs  as  these  which 
make  "Femina  Victrix"  especially  fit- 
ting as  a  theme  for  Miss  Scudder's 
genius  and  a  most  appropriate  subject 
to  commemmorate  the  sixty  years  of 
woman's  triumph  in  plastic  art. 

To  the  student  and  lover  of  sculpture 
il;  seems  a  far  cry  from  the  art  of  Harriet 
Hosmer's  day  saturated  as  it  was  with 
the  classic  spirit  and  dominated  by  the 
dicta  of  Canqva  and  Thorwaldsen,  to 
these  freer  days  of  ours  which  look  to 
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Rodin  for  their  leadership  in  plastic  art. 

The  evolution  of  woman  as  a  sculptor 
has  kept  pace  with  her  brother  artists 
in  the  same  field,  perhaps  a  little  in  the 
rear  as  one  can  not  fail  to  discover  who 
compares  her  efforts  with  the  works  of 
her  contemporaries  among  men. 

It  is  the  purpose  of  this  paper  to  pass 
briefly  in  review  some  of  the  American 
women  who  have  achieved  distinction 
with  chisel  and  modelling  tool  from  the 
pioneer  day  of  Harriet  Hosmer  to  the 
present  time. 

The  Centennial  year  may  be  taken  as 
marking  an  era  in  American  art.  The 
sculptures  which  precede  1876  are  few 
if  any  of  them  possessed  of  true  Ameri- 
canism. They  are  rather  the  echoes, 
copies,  and  results  of  inspirations  Euro- 
pean in  origin  and  spirit.  The  Phila- 
delphia Exposition  gave  to  American 
art  an  impetus  towards  originality 
which  has  made  for  America  what  has 
at  last  become  worthy  to  be  called  a 
national  art. 

Jlarrie^  Ilosmer  is  the  only  woman 
who  deserves  a  commanding  place 
among  the  sculptors  of  the  pre-Centen- 
nial  period. 

Every  one  is  familiar  with  the  sti  uggle 
of  this  brave  and  brilliant  little  woman. 
How  she  was  hampjered  in  her  efforts  to 
study  anatomy,  partly  because  of  the 
meagre  courses  offered  by  our  colleges, 
but  chiefly  on  account  of  the  fact  that 
she  was  a  woman  and  therefore  not 
eligible  to  enter  any  college.  How  she 
at  last  succeeded  through  private  in- 
struction of  a  professor  in  St.  Louis, — 
how  through  the  help  of  friends  she  was 
enabled  to  go  abroad  to  study  and  work 
in  Rome, — has  all  been  admirably  re- 
lated in  her  fascinating  autobiography. 

That  she  was  deeply  influenced  by 
the  classicism  of  her  day,  is  seen  in  her 
choice  of  subjects.     Hesper,  Oenone, 


Daphne,  Medusa,  and  Zenobia  are 
enough  to  indicate  the  trend  of  her 
thought  which  was  the  trend  of  the 
thought  of  her  time.  This  is  plainly 
seen  in  most  of  the  works  of  her  con- 
temporaries. 

Her  work  was  greatly  admired  by  the 
Brownings.  Mrs.  Browning  pronounced 
one  of  her  fountains  to  be  "A  poem  in 
marble",  and  Robert  Browning  de- 
clared her  "African  Sibyl"  to  be  "The 
most  poetic  rendering  of  a  great  historic 
truth  which  I  have  seen". 

Although  pronounced  to  have  been  a 
classicist  of  the  old  Roman  school,  and 
displaying  as  she  does  the  exquisite 
finish  and  minute  detail  so  annoying  in 
the  pupils  of  Canova,  she  had  the 
courage  to  depart  from  the  almost  uni- 
versal custom  of  the  day  and  showed  a 
marked  preference  for  draped  figures. 

Indeed  a  study  of  the  Zenobia  and 
Beatrice  Cenci  proves  Harriet  Hosmer 
to  have  been  a  master  of  draperies,  her 
work  approaching  the  excellence  of  the 
masterpieces  of  ancient  Greece. 

The  proud  figure  of  he  captive  queen 
full  of  royal  dignity,  appears  to  be 
utterly  oblivious  to  the  noisy  throng 
that  surrounds  her  It  is  a  noble  figure 
praised  by  Hawthorne  in  his  Italian 
Note  Book. 

From  the  time  of  Miss  Hosmer  to  our 
own  there  has  never  been  a  lack  of 
women  in  the  field  of  plastic  art.  Few 
however,  have  been  the  women  who 
have  taken  to  thework  seriously  Many 
took  up  modelling  as  a  fad  and  soon 
dropped  it.  But  a  few  entered  the  work 
with  siich  enthusiasm  as  to  make  for 
themselves  a  name  high  on  the  roll  of 
artistic  achievement.  Thirty  nine  wo- 
men were  exhibitors  at  the  winter  exhi- 
bition, many  of  whom  showed  them- 
selves capable  of  very  superior  work. 
None  of  the  immediate  successors  of 
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Harriet  Hosmer  produced  statues  either 
ill  number  or  quality  fit  to  compare  with 
hers. 

FOLLOWERS  OF  MISS  HOSMER 

The  much  admired  fountain  in  the 
Mall,  Central  Park,  is  the  work  of 
Emma  Slebbins.  She  also  executed  por- 
traits of  Charlotte  Cushman  and  Horace 
Mann,  a  Joseph,  and  a  marble  Colum- 
bus which  was  presented  to  the  city  of 
New  York.  Lost  for  a  long  time,  this 
highly  praised  statue  was  found  by  the 
writer,  dirty  and  desolate,  in  the  for- 
saken dining  room  of  McGowan's  Pass 
Tavern,  Central  Park.  Such  is  the  fate 
of  art  gifts  to  the  metropolis! 

Margaret  Foley  made  a  number  of 
statues  representing  characters  of  sacred 
and  profane  history.  Her  busts  of  Long- 
fellow and  Bryant  were  also  held  in 
high  esteem.  Her  most  ambitious  work 
was  Charles  Sumner,  a  commission  from 
the  city  of  Boston. 

A  nne  Whitney  of  Boston  is  known  as 
having  made  a  statue  of  Samuel  Adams 
for  the  city  of  Boston,  a  copy  of  which 
may  be  seen  in  the  statuary  hall  of  the 
national  capitol,  and  the  well  known 
statue  of  Leif  Ericson  in  Boston,  a 
replica  of  which  is  one  of  the  chief 
works  of  art  in  the  city  of  Milwaukee, 
Wisconsin. 

Perhaps  the  most  realistic  work  of 
any  of  these  early  women  sculptors  is 
the  striking  recumbent  figure  of  General 
Albert  Sidney  Johnston,  the  work  of 
Elii^abeth  Ney  in  Austin,  Texas.  It  is 
one  of  the  most  remarkable  works  of  its 
kind,  quite  in  advance  of  the  other 
sculptures  of  the  time. 

But  without  doubt  the  most  interest- 
ing "sculptress"  of  the  period  is  Vinnie 
Ream  (Mrs.  Hoxie).  This  lady  deserves 
mention  not  because  of  the  artistic  ex- 
cellence of  her  work,  but  on  account  of 
the    prominence    given    to    it.      Her 
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marble  bust  of  Lincoln,  was  remarkable 
as  the  work  of  a  girl  of  fifteen,  but  it 
certainly  did  notdeserve  the  prominence 
given  it  by  being  placed  in  the  Rotunda 
of  the  Capitol.  In  comparison  with  the 
other  works  in  that  historic  spot,  this 
bust  looks  insignificant,  as  may  be  sup- 
posed, for  it  is  the  work  of  a  child. 
Another  work  of  Vinnie  Ream  is  the 
Farragut  statue  in  the  square  of  that 
name.  It  is  also  quite  lacking  in  ar- 
tistic merit.  The  evils  of  "  Influence" 
are  seen  in  the  erection  of  such  works  of 
art  as  these.  No  better  illustration  need 
be  given  of  the  folly  of  leaving  the  sele<-- 
tion  of  art  works  to  the  judgment  of 
Congress.  A  national  art  commission 
had  been  able  to  prevent  the  erection  of 
a  great  many  "horrors"  in  these  later 
days. 

It  is  indeed  a  relief  to  turn  from  the 
works  of  the  earlier  period  to  the  splen- 
did virile  creations  of  the  present, — 
creations  which  clearly  show  that  in 
plastic  art  as  least,  woman  has  been 
emancipated. 

So  many  are  the  women  that  are 
doing  fine  things,  that  it  will  only  be 
possible  to  make  mention  of  those  whose  , 
sculptures  have  been  among  the  most 
conspicuous.  To  attempt  to  represent 
all  who  are  doing  things  of  note,  would 
extend  this  far  beyond  the  limits  of  a 
magazine  article. 

Janet  Scudder  is  preeminently  the 
creator  of  beautiful  fountains.  She  has 
not  less  than  thirty  fountains  to  her 
credit.  Some  of  these  exquisite  con- 
ceits are  the  chief  adornment  of  private 
gardens  in  many  parts  of  the  United 
States.  Her  most  noteworthy  example 
is  the  National  Suffrage  Fountain  soon 
to  be  erected  in  Washington.  It  is  this 
fountain  which  is  to  be  graced  with  the 
"Femina  Victrix"  referred  to  at  the 
beginning  of  this  paper. 
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The  Youthful  Diana.     By  Janet  Scudder 

A  picture  is  not  available  for  repre- 
sentation here.  It  is  a  beautiful  female 
figure  poised  on  a  globe  and  holding  the 
emblem  of  victory  aloft.     For  subtle 


curvature  and  grace  of  line,  this  lovely 
creation  has  few  equals. 

"The  Youthful  Diana"  which  ac- 
companies this  article,  is  regarded  by 
the  sculptor  as  one  of  her  best  efforts. 
It  found  many  admirers  at  the  Panama- 
Pacific  Exposition  where  it  was  pur- 
chased by  a  Long  Island  millionaire  for 
the  garden  of  his  country  estate.  Its 
unique  pedestal .  flanked  by  hunting 
hounds  is  a  very  pleasing  feature  of  this 
fountain. 

The  author  of  "A  History  of  Ameri- 
can Sculpture"  has  declared  that  at  the 
time  of  the  publication  of  his  book, 
women  sculptors  had  not  succeeded  in 
portraying  the  masculine  figure  with 
convincing  power.  In  a  future  edition 
of  his  book  he  will  have  to  modify  this 
statement  for  the  women  who  have  in 
recent  years  attempted  to  portray  the 
masculine  form,  have  been  signally  suc- 
cessful, and  no  one  more  so  than  Evelyn 
B.  Longman,  an  artist  who  began  her 
studies  with  Lorado  Taft  himself. 

In  "The  Genius  of  Telegraphy"  and 
in  "Consecration"  masculine  figures 
are  delineated  with  truth  and  power. 
The  "Genius  of  Telegraphy"  is  a  com- 
manding winged  figure,  poised  upon  a 
sphere,  holding  a  sheaf  of  thunderbolts 
in  one  hand  while  with  the  other  he 
grasps  a  huge  coil  of  cable.  The  pose  is 
full  of  dignity.  It  seems  to  be  alive. 
The  wings  give  balance.  The  cable  coils 
about  in  a  helix  of  very  subtle  curva- 
ture veiling  the  lower  part  of  the  body. 
This  noble  statue,  designed  for  a  finial 
on  the  new  Western  Union  building,  is 
a  worthy  neighbor  to  Weinman's  golden 
goddess  "Civic  Pride"  which  tops  the 
Municipal  Building  near  by. 

In  "Peggy"  we  see  alaughingface  with 
eyes  which  sparkle  with  mirth.  It  is  a 
portrait  of  some  one  no  doubt,  a  por- 
trait so  cleverly  rendered  as  to  make  one 
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"Consecration  "     Ry  Kvelyn  B.  Longman 

long  to  meet  the  charming  original. 
It  seems  to  the  writer  that  of  all  things 
hard   to  mode!,  a  smile  that  will  not 


stale  must  be  one  of  the  hardest.  Yet 
this  inimitable  "Peggy"  smiles  on  so 
naturally  that  her  mirth  becomes  con- 
tagious and  the  beholder  is  constrained 
to  participate  in  her  merriment. 

Of  her  "Fountain  of  Ceres"  honored 
with  such  a  conspicuous  position  at  the 
Panama- Pacific  Exposition,  little  need 
be  said.  Its  beauty  was  everywhere 
praised  and  many  were  the  regrets  that 
a  creation  of  such  surpassing  loveliness 
was  not  to  be  preserved  in  marble  or  in 
bronze. 

"Consecration'  is  a  beautiful  group 
which  preserves  the  spirit  of  devotion 
seen  in  the  pure  love  of  man  for  woman. 
Indeed  it  might  be  very  well  called 
"Devotion".  It  is  love  without  pas- 
sion the  very  antithesis  of  what  may  be 
seen  in  the  Nymph  and  Faun  by  Paul 
Manship,  The  great  bronze  doors  of 
the  Navat  Academy  at  Annapolis  are 
among  Miss  Longman's  best  known 
works. 


For  representation  of  joy  and  buoy- 
ancy of  childhood,  for  idealization  of 
•  maternal  love,  for  the  art  that  speaks  to 
us  from  within,  Bessie  Potter  Vonnoh 
has  not  been  surpassed  either  by  man  or 
woman.  What  can  be  more  realistic 
than  the  infantile  stare  depicted  in 
"The  Sketch  "?  How  true  to  life  is  that 
tiny  tot  about  whose  sleepy  little  head 
th  ■  sandman  has  been  playing  his 
pranks!  In  "Enthroned"  we  have  an 
unsurpassed  portraiture  of  motherhood. 
I  n  this  charming  piece  she  has  produced 
in  bronze  the  same  dignity,  and  the 
same  loveliness  to  be  seen  in  the  paint- 
ings of  George  DeForest  Brush.  "En- 
throned" has  all  the  mystic  charm  of  a 
madonna. 

Mrs.  Vonnoh  has  also  created  an  ex- 
quisite fountain,  the  "Fountain  of 
Youth",  showing  groups  of  happy  chil- 
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drenatplayandauniqi>efiguresittingon 
the  basin's  br.'m  playing  with  the  water. 
Begun  as  a  table  fountain,  this  dainty 
work  grew  in  her  hands  until  it  deserves 
to  be  cast  in-  larger  size  for  ornamenta- 
tion of  a  public  park  or  playground. 
Perhaps  the  most  remarkable  power  of 
Mrs.  Vonnoh  is  seen  in  her  treatment  of 
the  eyes  of  her  statuettes.  In  a  way 
quite  inexplicable  to  the  layman,  she 
secures  the  most  lifelike  expression  of 
eyes  which  on  examination  are  seen  not 
to  possess  any  of  the  details  of  anatomy. 
If  her  work  were  to  be  enlarged  to  life 
or  heroic  size,  such  detail  would  be 
necessary,  but  the  mystery  is  no  less 
baffling  how  such  truth  of  expression 
can  be  seen  where  all  the  details  are 
missing. 

To  create  things  of  beauty  is  the  aim 
of  every  sculptor.  To  produce  work 
which  will  endure  is  given  only  to  the 
few.  To  be  commissioned  to  execute 
sculptures  of  monumental  character,  is  ■ 
indeed  an  honor  to  be  coveted  either  by 
man  or  woman.  Two  women  have  the 
honor  of  decorating  the  magnificent 
building  of  the  Bureau  of  American 
Republics  in  Washington,  the  Pan- 
American  Building.  The  historic  frieze, 
illustrated  on  p.  311  as  a  heading  to 
this  article,  is  by  Sally  James  Farnkam 
and  the  Aztec  Fountain  in  the  court  of 
the  building  is  by  Gertrude  V.  Whitney. 

The  historic  frieze  depicts  scenes  in 
the  discover>',  exploration,  and  settle- 
ment of  the  New  World.  Celebrated 
events  are  portrayed  with  marvelous 
skill  and  technique.  We  know  of  no 
other  reliefs  in  which  perspective  is  more 
truthfully  brought  out.  It  is  more  like 
painting  in  this  respect. 

Thus  in  this  celebrated  structure, 
where  history  is  making  and  will  con- 
tinue to  be  made,  the  works  of  two 
American  women  will  ever  remain  as 


fine  examples  of  what  American  w<.-men 
have  been  able  to  do  in  plastic  art. 

For  Rittenhouse  Circle,  Philadelphia, 
Mrs.  Fariiham  has  a  commission  for  a 
statue  of  Rittenhouse  which  gives  us  a 
convincing  portrait  of  that  sweet  and 
saintly  scientist.  In  the"Cave  Woman" 
Mrs.  Farnham  has  created  a  work  of 
great  imaginative  power.  It  is  pos- 
sessed of  splendid  dash  and  spirit.  In 
the  equestrian  statue  of  Simon  Bolivar, 
done  for  the  V^enezuelan  Government 
to  replace  the  statue  removed  from 
Central  Park,  we  see  a  man  of  Spanish- 
.^merican  blood  mounted  upon  a  fiery 
Arab  charger. 

But  one  of  the  most  appealing  of  her 
works  is  her  unique  "Victory".  A 
beautiful  female  figure  whose  bowed 
head  and  lowered  palm  branch  teach 
the  sad  truth  that  in  every  victory  there 
is  also  an  emblem  of  defeat.  The  writer 
knows  nought  of  technique  but  this  vic- 
tory has  in  his  judgment  quite  the  most 
beautifully  modelled  elbows  and  knees 
to  be  seen  in  recent  work. 

The  Aztec  fountain  is  not  the  only 
work  of  Gertrude  V.  Whitney  to  be 
seen  in  the  national  capital.  The 
"Titanic  Memorial,"  a  gigantic  granite 
figure,  is  her  most  noteworthy  creation. 
It  is  a  gaunt  partly  draped  figure,  wear- 
ing a  kind  of  tunic.  With  the  arms 
extended  in  form  of  a  crucifix.it  seems  to 
say:  "Peace  be  still".  Upon  the  partly 
upturned  face, — a  face  of  great  strength 
and  beauty,  there  rests  an  expression  of 
mingled  sadness  and  mystery, — sadness 
for  all  those  who  mourn  their  dead,  and 
mystery  as  to  the  eternal  Why  that  such 
things  must  occur. 

In  representing  this  subject  as  a  sex- 
less creature,  Mrs.  Whitney  has  de- 
parted from  all  artistic  precedents. 
To  the  believer  in  tradition,  this  may 
seem  inexcusable.  It  has  Already  called 
forth  much  adverse  criticism.     But  to 
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of  plastic  art.    They     The  Titanic  McmoriaibyOertrudey.Whitrey     ofthcdav.    Inherani- 

1  ^,     .  The  extended  arms  suggest  a  crucifix,  sjmbol  i       ■     j*  i_        i 

entered    upon    their  of  supreme  samfiic  mal  studies  she   be- 

life    work   with   en-  tray  >  such  intimate 

thusiasm  and  devotion,  and  up  to  the  famiharity  with  their  anatomy  and  such 
last  they  continued  zealously  in  it.  keen  observation  of  their  habits  of  life, 
Mrs.  Burroughs  was  rewarded  by  elec-  that  she  must  ever  be  classed  among  the 
tion  to  the  National  Sculpture  Society,     Landseers,  the  Bonheurs,  the  Proctors, 
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and  the  Roths  in  art.  In  the  portrayal 
of  life  and  action  she  has  few  if  any 
superiors.  What  can  be  more  true  to 
life  than  the  big  dog  sitting  up  on  his 
haunches  longing  for  a  friendly  caress? 
What  can  be  more  realistic  in  its  ferocity 
than  the  young  hippo  at  play  with  its 
victim? 

Did  you  ever  on  a  bleak  winter  night, 
hear  the  breakers  thunder  on  the  hard 
sea  sands  like  the  trample  of  wild  horses 
in  stampede?  Such  is  the  impression 
one  receives  when  looking  at  the  re- 
markable group  "The  Breaker"  which 


seems  to  the  writer  to  be  Miss  Hyall's 
most  imaginative  creation.  All  the  un- 
restrained motion  of  an  on-coniiiiii 
breaker,  all  the  blind  impetuousity  of  a 
drove  of  runaway  horses,  are  hert? 
blended  in  a  remarkable  ensemble 
which  brings  together  two  entireh' 
unrelated  things  in  a  way  which  shows 
a  close  relationship.  It  is  a  simile  in 
marble. 

But  what  of  the  Joan  of  Arc?  Indeed 
too  much  can  not  be  spoken  in  praise  of 
it.  In  the  opinion  of  many  competent 
critics  it  is  by  far  the  finest  equestrian 
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"The  White  Slave,"     By  Abastenia  St.  Leger  Eberlo 
This    work    has    probably    created    more   discussion 
than  any  other  work  of  recent  sculpture  except  Bar- 
nard's Lincoln,      [t  is  a  Kcrmon  in  marble 


Statue  in  New  York,  unsurpassed  by 
the  Siegel  of  Bitter,  the  Grant  of  Par- 
tridge, the  Slocum  of  MacMonnies,  the 
Sherman  of  Saint  Gaudens,  by  Shrady's 
"Valley  Forge"  horse  in  the  Williams- 
burg Bridge  Plaza,  or  even  the  Wash- 
ington by  Ward  in  Union  Square. 
Truly  Miss  Hyatt  knows  the  horse. 
An  illustration  appears  on  the  cover 
of  this  number  of  Art  and  Archae- 
ology. 

And  the  Maid?  What  words  can 
adequately  do  justice  to  that  beautiful 
girl? — So  slender,  so  graceful,  so  tiny 
in  comparison  with  her  giant  charger. — 
So  earnest,  so  zealous,  so  spirituelle,  so 
everything  that  is  lovely  and  appeal- 
ing! 

Truly  this  is  not  the  peasant  maid  of 


LePage  like  one  of  Millet's  crude 
children  of  the  soil.  No,  this  is  rather 
the  seeress  whose  eye  hasjcaught  celes- 
tial visions,  whose  dreams  have  been  of 
court  and  king,  and  whose  heart  is  over- 
flowing with  love  of  country. 

France  is  thronged  with  statues  of 
the  Maid  of  Orleans,  but  none  of  them 
surpasses  this  splendid  masterpiece  of 
sculpture.  It  is  noteworthy  also  that 
this  is  the  very  first  equestrian  statue 
of  a  woman  hitherto  created  by  a 
woman  sculptor.  When  it  was  pro- 
posed to  erect  a  memorial  in  honor  of 
Joan  of  Arc  in  New  York  City,  many 
were  the  criticisms  offered.  It  was  de- 
clared that  there  was  no  valid  reason 
for  building  a  monument  to  any  one 
who  never  had  any  connection  with 
American  history  and  who  never  stood 
for  American  ideals.  But  wherever  true 
valor  is  admired,  wherever  noble  un- 
selfish effort  is  respected,  wherever 
loyalty  and  true  courage  and  zeaf  and 
patriotism  arc  esteemed, — there  ought 
a  memorial  to  the  Maid  of  Orleans  to 
find  an  appropriate  setting! 

For  lifelike  representationsof  buoyant 
childhood,  for  graceful  dancing  figures 
full  of  life  and  motion,  for  heart-grip- 
ping delineations  of  toil,  for  realistic 
pictures  of  the  homely  life  of  the  poor, 
and  for  strongly  defined  views  as  to  the 
part  that  the  artist  should  play  in  re- 
lation to  common  life, — Abaslenia  St. 
Leger  Eberle  takes  rank  among  the  fore- 
most sculptors  of  our  day.  What  can 
be  more  full  of  charm  than  that  little 
child  of  the  slum  who  coasts  so  gleefully 
on  her  single  roller-skate?  What  is 
more  convincing  than  "The  Windy 
Doofstep"  and  "The  Rag-Picker"? 
What  can  be  more  genuinely  sweet  than 
"The  Little  Mother"?  What  more  true 
tD  life  than  "The  Bath  Hour"? 
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No  sculptural  work  of  recent  years 
can  compare  in  startling  realism  with 
"The  White  Slave",  a  work  in  which 
Miss  Eberle  has  presented  all  the 
sordidness  and  horror  of  that  most 
hideous  of  traffics  contrasted  with 
youth,  innocence,  and  shame. 

In  such  creations  as  this  she  has 
given  us  a  vision  and  a  message  which 
is  told  with  the  utmost  sincerity  and 
truth.  Such  works  as  "The  White 
Slave"  command  attention  wherever 
they  may  be  exhibited. 

It  is  with  regret  that  the  length  of 
this  article  will  not  permit  of  an  ex- 
tended description  of  the  works  of 
several  others  among  the  woijien  sculp- 
tors of  the  day.  It  would  be  a  pleasure 
to  present  an  account  of  the  recent  work 
of  Eugenie  F.  Shonnard,  Enid  Yandell, 
Laura  Garden,  Clio  Bracken,  Gail 
Sherman  Corbett,  Brenda  Putnam,  and 
many  others.  If  Edith  Barretto  Par- 
sons should  never  do  another  thing  in 
art,  she  has  in  her  delightful  "Turtle 
Baby  "  produced  a  statue  which  can  not 
fail  to  provoke  a  smile  as  long  as  human 
hearts  are  responsive  to  the  joys  of 
childhood. 

Concerning  ail  these  women  it  may 
be  said  that  they  are  doing  serious  work. 
Most  of  them  are  producing  sculptures 
of  more  than  ordinary  merit.  Many 
are  doing  things  quite  equal  in  quality 
to  the  best  sculptures  of  contemporary 
men. 

On  the  whole  there  seems  to  be  no 
good  reason  why  women  with  their  finer 
natures  and  sensibilities,  with  their 
greater  love  of  beauty  and  grace,  and 
possessed  as  they  are  of  a  more  delicate 
and  exquisite  touch,  ought  not  to  be 
able  to  create  works  equal  to  the  best 
efforts  which  have  sprung  from  the 
hand  of  man. 

Brooklyn.  New  York. 
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Primitive  Industria  of  Manhattan 

THE  island  of  Manhattan  must  have  been  a  commercial  centre  from  very 
early  times  judging  from  conditions  when  the  Dutch  explorers  entered  the 
Hudson  river  in  1609.  The  aborigines  were  traders  long  before  the  arrival  of 
the  foreigners,  and  were  the  wealthy  men  of  their  day  on  this  continent.  For  the 
Manhattoes  had  cleverly  invented  "shell  money"  which  they  exchanged  for  pelts 
and  grain  with  inland  neighbors.  This  currency  was  made  from  the  pointed 
ends  of  the  perriwinkle,  or  the  white  and  black  parts  of  oyster  and  clam  shells. 
They  alone  knew  how  to  pierce  and  string  the  shells  in  convenient  lengths,  and 
they  named  the  black  beads  Sewan,  which  were  twice  the  value  of  the  white  beads 
called  Wampum.  Sewan-ha-ka,  the  island  of  shells  (or  Long  Island),  afforded 
c.  rich  and  unfailing  mine,  but  the  shores  of  Manhattan  yielded  a  goodly  supply 
ofshells  that  were  easily  distributed  from  the  canoes  for  which  these  Indians  were 
noted,  for  they  were  swifter  and  stronger  than  those  of  other  tribes. 

Deer,  beaver  and  other  animals  were  plentiful  on  the  island,  so  the  Manhattoes 
were  rich  in  skins  for  clothing,  and  meat  for  food.  They  were  also  skilled  in 
preserving  this  by  sun  drying,  smoking,  or  salting,  and  taught  their  methods  of 
drying  fish  to  a  Dutchman  named  Jacob  Beukelszoon  of  Beervilt,  Zeeland,  who 
introduced  it  to  his  countrymen  who  found  it  such  a  profitable  industry  that  they 
erected  a  monument  to  him. 

Basket  making  was  another  industry  of  the  Manhattoes.  Some  of  the  weaves 
were  so  close  that  the  baskets  served  as  water  buckets  and  were  called  Notas. 
The  reeds  growing  in  the  surrounding  waters  surpassed  those  of  the  more  inland 
streams,  so  the  Manhattoes  had  a  monopoly  of  this  manufacture.  They  also 
made  boxes  of  diflferent  shapes  which  they  decorated  with  designs  of  their  own. 

Tradition  states  that  the  Wilden  made  pottery,  and  the  Dutch  either  dis- 
covered or  were  shown  by  the  natives  a  valuable  clay  useful  for  fine  china.  A 
pot  bakery  was  established  on  the  hill  overlooking  the  Kolch  before  1640,  and  the 
"Panne  backer"  or  Tile  baker  is  listed  among  the  earliest  settlers.  He  lived  in 
Pearl  street  before  1642  and  his  lot  ran  along  the  East  river  about  the  junction 
of  Roosevelt  and  Cherry  streets.  His  name  was  Dirck  Clasen.  Some  of  his 
descendants  live  in  the  city  and  are  called  Classon.  Others  moved  to  Penn- 
sylvania, among  whom  were  the  late  governor  of  that  state  Samuel  Pennepacker, 
whose  ancestor  had  changed  the  spelling  of  the  designation  Panne  backer,  when 
serving  under  General  Washington. 

The  Dutch  prized  pottery  and  used  it  not  only  for  domestic  purposes  but 
decoration,  so  china  and  glass  were  industries  which  were  fostered  from  the  very 
first  settlement  of  the  colony.  Some  tiles  taken  from  a  stone  mansion  at  Newton 
that  was  built  about  1660  for  the  daughter  of  Captain  John  Underbill  "the 
Indian  fighter",  are  white,  with  biblical  subjects  painted  on  them  in  a  faint 
shade  of  pink.  The  glaze  and  treatment  compare  favorably  with  Delft  tiles. 
The  "Pot  baker"  also  had  a  furnace  at  Breuckleyn  as  early  as  1661,  "the 
products  of  which"  says  the  historian  Brodhead,  "were  esteemed  equal  tothat  of 
Patria.  "■    This  Pannebacker  turned  out  all  the  articles  necessary  for  domestic 
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use  and  became  very  wealthy.  Glass  was  also  made  injthe  Province,  so  the 
factory  supplied  window,  domestic,  and  bottle  glass.  As  the  rich  men  of  Man- 
hattan imported  wine  in  casks  that  they  decanted  into  bottles  for  their  "caves", 
they  demanded  peculiar  shapes  to  designate  different  blends.  Those  for  Madeira 
were  generally  magnums,  on  which  the  initials  of  the  owners  were  blown.  Others 
for  gin  had  flat  sides  with  bulging  necks.  Inkstands  with  silver  tops,  jelly 
glasses,  pitchers,  tumblers  made  for  the  colonists  are  still  preserved.  The 
Stengal  glass  of  Pennsylvania  deserves  a  history  of  its  own. 

In  1631  the  Nieuw  Netherlands  was  built  on  Manhattan.  She  was  a  ship  of 
eight  hun4red  tons,  and  at  that  time  the  largest  vessel  afloat.  She  was  used  by 
the  company  to  carry  stores  and  emigrants  to  the  Province. 

As  salt  was  necessary  not  only  for  preserving  food  but  for  glazing  the  pottery, 
Dirck  de  Wolf  received  the  exclusive  privilege  of  making  it  in  the  Nieuw  Nether- 
lands, and  erected  a  factory  on  Coney  Island  Ajiril  14,  1661.  Breweries  were 
authorized  by  the  city  fathers  at  the  same  time,  while  the  wants  of  the  women 
were  not  neglected  and  there  are  frequent  mentions  of  lace  making  and  weaving. 
The  Dutch  women  spun  and  wove  their  own  fine  linen,  while  itinerent  weavers 
went  from  house  to  house  to  work  up  wool  into  linsey-woolsey,  cloth  and  blankets. 
One  locality  preserves  the  name  of  the  weavers  who  settled  at  what  is  now  Seven- 
teenth Street  and  Seventh  Avenue  which  is  still  called  Paisley  Place. 

Most  of  the  houses  were  built  of  island  bricks,  those  of  the  wealthy  were 
fronted  with  "Holland  tiles."  That  of  King's  Councillor  James  Alexander, 
No.  67  Broad  Street,  is  described  in  1730  as,  "having  rooms  hung  with  blue  and 
gold  leather,  mirrors  with  marble  tables  under  them,  damask  curtains,  costly 
carpets,  and  buffets  set  ofT  with  massy  silver  plate,  and  china  nondescripts, 
according  to  the  taste  of  the  day. " 

Almost  every  house  had  its  Koss,  as  the  marriage  chest  was  called.  These 
were  very  large  upright  bureaus  made  of  black  oak  and  well  carved.  They  were 
often  imported  but  New  York  workmen  were  skillful,  so  handsome  furniture 
was  made  in  the  Province,  the  Koss  of  the  Bayard  family  (1620),  the  Todt  chair 
of  Dr.  Hans  Kiersteade  (1630),  Lord  Stirling's  high  chair  (1730),  etc. 

When  Miss  Katherine  Van  Brugh  married  Philip  Livingston  the  Second 
Lord  of  the  Manor,  her  father  the  Burgomaster  Johannes  Van  Brugh  sent  to 
Patria  for  all  the  china,  glass,  and  silver  necessary  for  so  great  an  alliance.  But 
as  was  customary  with  Dutch  maidens  she  had  spun  and  woven  with  her  own 
hands  linen  sheets,  table  cloths,  and  napkins,  so  instead  of  with  underwear  the 
marriage  Koss  was  filled  by  her  father  with  Delft  china.  There  were  so  many- 
dozen  plates,  turreens,  cups  and  saucers,  and  dishes  that  her  numerous  de- 
scendants of  the  sixth  generation  still  proudly  display  many  of  these  treasures. 
It  was  at  the  funeral  of  her  husband  many  years  afterwards  that  the  curious 
"Monkey  spoons"  were  distributed  to  the  mdurners.  The  silversmithsof  .New- 
York  turned  out  notable  work.  That  of  Van  Voorhis,  Maverick  and  others  is  well 
known.  Gilbert  Forbes  the  gun-  and  lock-smith  was  celebrated  for  his  skill, 
but  fled  from  the  city  when  the  Americans  reoccupied  it  after  the  Revolution  as 
he  was  banned  as  a  Tory  spy,  and  came  very  near  losing  his  head. 

J^'^w  y<"''  MRS.  JOHN  KING  VAN  RENSSELAER, 
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Lombard  Architecture.  By  Arthur  Kingsley 
Porter.  Four  volumes:  (!)  pp.  xxxvii  +  483; 
(2)  pp.  675;  (3)pp.611;  (4)  Atlas  of  244  plates 
with  1200  illustrations.  Buckram,  boxed.  Vols 
1.2.3,  quarto;  vol.  4  folio.  New  Haven ;  Yale 
Iniversity  Press;  1917.     $50. 

To  the  lasting  credit  of  American 
scholarship  we  record  the  appearance  of 
Porter's  Lombard  Architecture,  the  work 
of  an  American  scholar,  and  the  publi- 
cation of  an  American  university  press, 
namely  that  of  Yale.  So  monumental 
an  undertaking,  qualified  by  such  erudi- 
tion and  sustained  by  such  indefatig- 
able documentation,  displaying  such  an 
extensive  and  comprehensive  grasp  of 
an  important  field,  has  not  yet  been 
contributed  to  the  archaeology  of  art 
by  an  American  writer.  Without  the 
least  reluctance  it  may  be  said  that 
Porter's  four  volumes  will  continue  the 
tradition  of  consummate  ability  so  well 
represented  by  names  of  the  calibre  of 
Rivoira,  DeDartein,  Viollet-le-Duc  and 
a  limited  list  of  others  of  the  most  high 
in  the  world  of  archaeological  research 
and  publication. 

Lombard  Architecture  is  the  result  of 
many  years  of  study  and  reading  and 
observation,  the  first  fruits  of  which  in 
published  form  saw  the  light  in  1911  as 
a  volume  of  but  too  small  compass 
ifnder  the  title  The  Construction  of  Lom- 
bard and  Gothic  Vaults,  also  the  product 
of  the  Yale  University  Press.  In  this 
brief  essay  Mr.  Porter  attacked,  though 
very  diffidently,  the  thesis  that  rib 
vaulting  had  its  origin  in  the  He  de 
France,  a  thesis  theretofore  regarded  as 
nothing  less  than  gospel  and  ably  de- 
fended by  many  a  clever  French  writer. 
Italians  had  long  been  dissatisfied  with 
this  attitude,  maintaining  on  their  side 
that  Lombardy  saw  the  beginnings  of 
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rib  vaulting  and  expressing  their  views 
chiefly  through  the  masterly  book  by 
Rivoira,  Lomhar die  Architecture:  its  Ori- 
gin, Development  and  Derivatives  (Eng- 
lish version,  New  York,  William  Hel- 
burn,  1910)  issued  ten  years  before  Mr. 
Porter's  first  brochure.  In  view  of  the 
importance  of  the  Italian  writer's  work. 
Porter's  first  book  on  this  subject  was 
regarded  as  nothing  more  than  a  pen- 
dant to  Rivoira's;  in  fact,  an  important 
French  review  of  his  book  spoke  of  the 
Italian  as  Porter's  "master"  whom  it 
was  Idse  majesty  to  doubt.  In  the  light 
of  these  criticisms  it  is  interesting  to 
note  in  the  present  gigantic  work  Mr. 
Porter's  frequent  corrections  of  Rivoira. 
Incidentally  the  French  reviewer  ad- 
vised that  for  Mr.  Porter's  personal  en- 
lightenment an  inventory  and  detailed 
study  of  Lombard  vaulted  structures 
might  prove  of  the  utmost  value.  Mr. 
Porter,  not  in  the  least  bellicose,  made 
no  reply  to  this  thinly  veiled  sarcasm, 
relying  upon  the  crushing  weight  of  his 
present  publication  to  overwhelm  his 
critics.  As  a  matter  of  fact  the  gather- 
ing of  material  for  the  present  work  was 
well  under  way  when  the  above  advice 
was  vouchsafed  and  in  view  of  the  result 
it  might.be  said  that  the  effect  upon  the 
French  reviewer,  if  he  is  still  alive, 
must  have  been'very  much  that  of  an 
avalanche.  To  some,  not  well  ac- 
quainted with  Mr.  Porter's  attitude  to- 
ward his  study,  there  might  also  be  a 
hint  of  using  a  mortar  to  annihiliate  a 
mouse.  Suffice  it  to  say  that,  though 
he  does  not  make  it  a  major  announce- 
ment anywhere  in  his  four  volumes  of 
Lombard  Architecture,  the  author  has 
definitely  set  at  rest  the  matter  of 
Lombard  priority  for  the  origin  -of  the 
rib  vault,  pointing  out,  above  all,  the 
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earliest  known  and  attested  rib  vault  at 
Sannazaro  Sesia,  dated  1040,  and  he  has 
furthermore  been  able  to  demonstrate 
by  an  unbroken  sequence  of  historically 
connected  structures  the  derivation  of 
French  rib  vaulting  from  Lombardy. 

Mr.  Porter's  mastery  of  his  subject  is 
almost  exhausting  to  those  of  us  that 
have  essayed  some  meagre  knowledge 
of  the  history  of  architecture.  It  is  a 
most  salutary  quality  of  this  mastery 
that  it  never  becomes  aggressive,  but 
relies  upon  the  piling  up  of  such  a  mass 
of  evidence,  each  item  so  thoroughly 
supported  by  documentary  testimony, 
as  to  defy  effectively  any  direct  attack 
upon  his  assertions.  Again,  although 
he  fully  accounts  for  the  French  theory 
and  just  as  distinctly  sets  it  aside,  he 
does  not  cavil  or  belittle  at  any  time  in 
his  writing,  but  gives  full  credit  to  all 
French  contributions  in  their  chrono- 
logical order. 

Theauthor's  first  volume  (pp.  xxxvii+ 
483)  presents  at  its  beginning  a  chrono- 
logical list  of  monuments  concerned, 
really  the  essence  of  the  whole  under- 
taking simply  because  of  accurate  dat- 
ings,  which  will  be  of  great  value;  not 
the  least  interesting  point  in  connection 
with  the  list  is  its  egregious  length,  for 
any  number  of  hitherto  unheard  of 
buildings  are  cited,  thus  adding  im- 
measurably to  the  field  of  study  and  of 
potential  information..  The  list  is  fol- 
lowed by  an  introduction  with  chapters 
on  various  germane  subjects;  giving  a 
bibliographic  foreword  and  a  statement 
of  the  author's  intentions;  a  chapter  on 
master  builders,  the  building  trade  in 
the  Middle  Ages,  tools,  models,  etc.; 
another  entitled  Communes  and  the  Ec- 
clesiastical Authorities  and  their  con- 
trol of  building  undertakings;  and  a 
fourth  on  masonry.  The  remainder  of 
the  volume  is  divided  into  four  parts, 
entitled  respectively  Structure,  Orna- 


ment, Accessory  Arts,  and  Iconographj 
Each  of  these  is  in  turn  subdivided  inti 
books,  and  the  latter  into  chaptera 
The  chapters  themselves  are  aided  hi 
numerous  appendices  printed  immedil 
ately  after  each  and  dealing  with  allied 
matters  the  detailed  mention  of  which 
might  cloud  the  respective  issues  if  inJ 
eluded  within  chapter  limits.  TheStrucn 
ture  section  is  treated  chronologically, 
and  divided  into  the  Carlovingian  Style.j 
the  Xlth  Century  and  the  Xllth  Cen-i 
tury ;  with  chapters  on  circular  churches,  I 
basilican  churches,  and  compound  piers, 
— the  last  named  a  most  interesting 
study, — for  the  Carlovingian  sutdivi-  1 
sion;othersondifferingvaultingmethods  ' 
and  elements,  such  as  Transverse  Arches. 
Domed  Groin  Vaults,  Roofing  Expe- 
dients and  the  like,fortheXIth century; 
and  chapters  on  Lanfranco  of  Modena, 
Cluniac  Architecture,  Cloisters,  the 
Transition  to  Gothic  and  Cistercian  Ar- 
chitecture, for  theXIIthcentur\'.  Part 
II  on  Ornament  will  be  the  mo:.t  in- 
teresting section  for  many;  this  also  is 
divided  by  centuries  and  subdivided  ac- 
cording to  details  treated,  such  as  capi- 
tals, grotesques,  portals,  multiple  orders, 
and  the  like.  Under  Accessory  Arts, 
which  forms  part  111,  there  is  a  first 
book  on  sculpture,  subdivided  accord- 
ing to  schools  or  important  individuals; 
and  a  second  book  containing  chapters 
on  mosaics  and  on  frescoes.  The  last 
part,  number  IV  on  Iconography,  is  a 
fascinating  study  of  the  development  of 
mediaeval  symbolism  in  the  Lombard 
province.  It  is  subdivided  according  to 
the  four  Mirrors  of  the  old  students — 
The  Mirrors  of  Nature,  Science,  Morals, 
and  History.  This  section  will  rank 
with  Male's  famous  work  in  the  corre- 
spond ing  French  field ;  and  we  would  wel- 
come its  publication  as  a  separate  \ol- 
ume.  It  will  be  seen  that  a  good  part 
of  this  volume  is  given  over  to  studies  in 
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sculpture,  and  that  we  have  therefore, 
in  this  light  also,  a  great  contribution  to 
the  knowledge  of  the  Lombard  subject, 
since  Venturi's  partial  studies  have  thus 
far  cast  the  only  thorough  and  reliable 
light  upon  the  matter,  and  there  has 
been  nothing  at  all  published  in  English. 
There  is  at  the  end  of  the  volume  a 
bibliography  that  will  cause  rejoicing 
among  students,  an  excellent  witness 
for  the  thoroughness  of  the  author. 

Volumes  two  (pp.  675)  and  three 
(pp.611)  present  in  alphabetical  order 
the  facts  in  regard  to  an  infinite  number 
of  buildings  pertinent  to  the  author's 
study  of  the  whole  Lombard  field.  In 
each  case  the  bibliographic  record  of  the 
building  is  first  stated;  this  is  followed 
by  a  brief  historical  statement;  which  in 
turn  is  followed  by  an  examination  of 
vaulting  and  other  matters  in  regard  to 
the  building.  The  third  volume  ends 
with  an  exhaustive  index.  Throughout, 
the  treatment  of  footnotes,  quotations, 
inscriptions,  etc.,  is  characterized  by  a 
painstaking  care  that  will  be  the  envy 
of  all  archaeological  and  historical 
writers.  The  fourth  volume  is  a  box 
in  book  cover  form  containing  244  loose 
plates  of  folio  size  (the  other  three  vol- 
umes are  oblong  quartos)  many  of  which 
bear  more  than  a  single  illustration. 
There  are  many  plans  and  a  great  series 
of  details  of  ornament  and  construction, 
all  reproduced  with  the  utmost  skill  in 
photography. 

We  do  not  hesitate  to  congratulate 
Mr.  Porter  and  the  Yale  University 
Press  most  heartily  upon  the  unqualified 
success  of  this  momentous  work.  It 
has  taken  its  place  immediately  among 
the  books  of  highest  authority  in  its 
field  and  will  beyond  the  slightest  doubt 
stand  the  test  of  time.  Apart  from  the 
sterling  calibre  of  the  work  from  the 
standpoint  of  the  writer  himself,  a  word 
should  also  be  said  for  the  careful  typo- 
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graphy,  accurate  and  characterized  by 
superior  judgment  throughout.  In  all 
respects  we  have  here  a  model  result, 
and  a  most  inspiring  portent  for  Ameri- 
can book  making  and  American  pro- 
ductive scholarship. 

Richard  F.  Back, 

Columbia  University. 

Euthymides  and  His  Fellows.  By  Joseph 
Clark  Hoppin.  Harvard  University  Press, 
1917.     186  pp. —48  plates.     $4.00. 

Students  of  Greek  Vases  will  welcome 
with  enthusiasm  this  new  edition  of  Dr. 
Hoppin  s  " Euthymides."  Since  it  first 
came  out  in  1896,  so  much  has  been 
learned  about  the  vases  of  this  period, 
and  so  many  important  books  have  been 
written  on  Attic  vase-painting,  that  a 
new  edition,  with  everything  brought 
up  to  date,  was  badly  needed.  Dr. 
rioppin  has  not  only  supplied  this  need, 
but  has  done  much  more;  for  not  only 
has  he  treated  Euthymides,  exhaustive- 
ly, but  also  Phintias.  Hypsis,  and  the 
Cleophrades  master,  in  a  manner  which 
deserves  the  highest  commendation. 

Not  only  is  Dr.  Hoppin  to  be  con- 
gratulated for  his  scholarship  and  pains- 
takih^;  accuracy,  and  for  tlie  ability 
which  he  has  shown  in  the  selection  of 
the  beautiful  and  abundant  illustra- 
tions, so  essential  in  a  book  of  this  kind, 
but  we  must  also  congratulate  the  Har- 
vard University  Press  on  the  excellent 
presswork  and  binding. 

In  all  deference  to  the  better  knowl- 
edge and  the  fine  scientific  judgment 
of  Dr.  Hoppin,  it  seems  to  me  that 
he  does  but  scant  justice  to  Phintias, 
who  he  says  (p.  113)  is  "distinctly  in- 
ferior to  Euthymides,  as  far  as  tech- 
nical skill  is  concerned. "  I  must  admit 
that  I  cannot  agree  with  Dr.  Hoppin  on 
this  point.  To  my  thinking,  the  Cor- 
neto  amphora  is  in  every  way  the  equal 
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of  anything  by  Euthymides,  and  the 
Bacchic  scene  portrayed  on  side  A  of 
this  vase  is  one  of  the  most  charming 
bits  of  vase  painting  that  has  come 
down  to  us;  while  Dr.  Hoppin  himself 
admits  that  the  Bourguignon  psycter  in 
Boston,  which  is  always  attributed  to 
Phintias,  "surpasses  anything  in  Eu- 
thymides's  work."  (pp.  129-130.) 

On  p.  96,  in  discussing  the  Theft  of 
the  Tripod,  Dr.  Hoppin  speaks  of  an 
"early"  and  a  "late"  method  of  depict- 
ing this  scene.  What  he  calls  the  "late" 
method  is  that  commonly  employed  on 
the  blackfigured  vases,  so  that  this 
point  is  not  particularly  well  taken. 

One  or  two  of  Dr.  Hoppin's  attribu- 
tions may  be  called  in  question.  Thus 
the  Leyden  amphora  (pp.  57-60,  pis. 
XIII  and  XIV,  no.  E.  5)  assigned  by 
him  to  Euthymides,  and  by  Hartwig  to 
Oltos,  is  to  me  very  doubtful.  The 
movement  of  the  figures  certainly  sug- 
gests to  me  some  of  the  Maenads  on  the 
cylix  in  Corneto,  signed  by  Oltos  as 
painter.  Then,  too,  there  is  the  Bour- 
guignon psycter  already  referred  to. 
If  Dr.  Hoppin  considers  Phintias  such 
an  inferior  master,  how  can  he  imagine 
him  capable  of  such  a  masterpiece?  1 
personally  think  he  is  right  and  that  the 
vase  is  by  Phintias;  but  there  was  a 
time  when  I  thought  that  it  could  not 
be  by  him,  largely  because  of  Dr. 
Hoppin's  own  words  as  to  the  inferior 
technical  skill  of  that  master. 

After  having  said  so  much  in  criti- 
cism, it  is  pleasant  to  find  a  very  large 
number  of  points  in  which  I  am  in  the 
most  complete  accord  with  Dr.  Hoppin. 
I  heartily  agree  with  him  in  attributing 
the  Brussels  calpis  (p.  75,  no.  E,  10)  to 
Euthymides,  and  I  never  could  under- 
stand why  Furtwiingler  gave  it  to 
Phintias.     Moreover,   in  my  opinion. 


Dr.  Hoppin  is  absolutely  right  in  main- 
taining that  the  Compi^gne  psycter 
(p.  92)  cannot  be  the  work  of  the  Eu- 
thymidean  atelier,  although  such  a 
great  authority  as  Mr.  Beazley  opposes 
him.  I  have  seen  this  psycter,  and  con- 
sider Hartwig  right  in  assigning  it  to 
Oltos.  Moreover,  I  think  that  the 
chances  are  that  Dr.  Hoppin  is  right  as 
opposed  to  Mr.  Beazley  in  the  attribu- 
tion of  the  Villa  Giulia  fragment  (pp. 
133-34.  fig.  31,  no.  P,  9).  Mr.  Beazley 
gives  this  fragment  to  Oltos;  Dr.  Hop- 
pin, with  more  correctness,  as  I  see  it,  to 
Phintias.  Again,  on  p.  117,  Dr.  Hop- 
pin is  quite  correct  in  denying  any  pos- 
sibility of  the  hydria  in  Munich,  no. 
2421  (Jahn,  no.  6),  being  by  Euthy- 
mides. This  vase  must  be  the  work  of 
Phintias. 

I  should  like  most  emphatically  to 
call  the  attention  of  all  readers  to 
Chapter  VIII.  The  principle  of  line 
drawing  introduced  in  this  chapter  is  an 
innovation  that  will  go  a  great  way  to 
help  in  the  scientificstudy  of  Attic  vases. 

The  attributions,  with  the  two  pos- 
sible exceptions  of  the  Leyden  amphora 
and  the  Bourguignon  psycter.  seem  to 
me  absolutely  sound,  and  based  on  in- 
controvertible principles.  Best  of  all. 
the  book  is  written  in  a  style  that  is 
never  dry,  and  often  flashes  with  real 
humor.  The  calling  of  Andocides,  "a 
classical  'Mrs.  Harris'"  (p.  37),  is  a 
touch  that  will  not  be  readily  forgotten. 

To  sum  up;  this  book  is  a  real  con- 
tribution to  our  knowledge  of  Attic 
vase-painting  in  general,  and  the  Eu- 
thymidean  cycle  in  particular.  It  is  not 
too  much  to  say  that  it  is  one  of  the 
best  essays  on  vases  that  has  yet  been 
produced  by  an  American  scholar. 

STEVEN  BLEECKER  LUCE,  JR. 
University  Musrum, 
Philadtlphiu.  Pa. 
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JUST  OUT 

THE  SUBSTANCE 
OF  GOTHIC 

By  Ralph  Aduns  Crun,  Lhi.  D.,  LL.  D. 

IN  3  masterly  and  convincing  manner  Dr. 
Cram,  foremost  authority  on  Gothic  Archi- 
tecture, whose  work  in  connection  with  the 
superb  St.  Thomas'  Church  in  New  York, 
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